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ABSTRACT 
 This dissertation attempts to shed new light on the value of Sergei Prokofiev’s 
piano transcriptions from the ballet Cinderella, exploring his distinguished body of work 
through a comparative analysis of the ballet Cinderella and its piano transcriptions.  
Prokofiev reproduced his nineteen (19) transcription pieces in three sets—op. 95, op. 97, 
and op. 102—from the ballet, and they are distinctive in many significant aspects, 
including the organization within a movement, form, harmony, and textural 
modifications, when compared to the ballet and its piano reduction.  In addition, the 
characters in his three sets are apparent as they are designed in accordance with the dance 
suite, character piece, and programmatic music.  The ultimate object of the dissertation is, 
through its close examination and reappraisal of Prokofiev’s transcriptions, to provide 
piano performers with lasting insight into an authentic interpretation of music. 
 The first chapter provides the foundation for the necessity and importance of this 
comparative analysis between the ballet and the piano transcriptions from Cinderella, and 
it proceeds to lay out the overall analytical sequence.  The second chapter presents a brief 
		 viii 
overview of Prokofiev’s biography and compositional background relating to his ballet 
and transcriptions.  In particular, it traces Prokofiev’s compositional philosophy and the 
surrounding historical contexts during the Soviet era.  The third chapter examines the 
distinctions of all nineteen (19) movements of Prokofiev’s three piano transcription sets 
in terms of their organization, form, harmony, and textural modifications from the ballet 
scores for orchestra, investigating the distinguishing features of each transcription by way 
of numerous illustrative examples.  In particular, each section analyzes some of the most 
notable features of all movements based on its title.  Finally, the last chapter concludes 
with a summary of the comparative analysis, assessing the inherent value of Prokofiev’s 
piano transcriptions as piano solo works incorporating a choreographic gesture, and with 
the anticipation and hope that the resulting analytical approach can enable piano 
performers to play with more authenticity and a well-rounded perspective.  
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I. INTRODUCTION 
1. The Necessity and Importance of Comparative Analysis between the Ballet 
and Piano Transcriptions from Cinderella  
Sergei Prokofiev is well known for his ballets, including Romeo and 
Juliet, Cinderella, and The Tale of the Stone Flower, as well as his vast array of piano 
repertoire.  Prokofiev reproduced many of his ballet works for various 
instruments.  Aside from the piano reduction of the entire ballet, there are many 
transcriptions of individual movements from the ballet.  In particular, Cinderella, op. 87 
has many transcriptions, including his three suites for orchestra, op. 107, 108, and 109 
(1946); three sets for piano op. 95 (1942), op. 97 (1943), and op. 102 (1944); and Adagio 
for Cello and Piano, op. 97bis (1944).  See the organizational table provided below: 
 
Piano Transcriptions 
3 Pieces, op. 95, (1942) 
10 Pieces, op. 97 (1943) 
6 Pieces, op. 102 (1944) 
Orchestral Suites 
no. 1, op. 107 (1946) 
no. 2, op. 108 (1946) 
no. 3, op. 109 (1947) 
Adagio for Cello, op. 97bis (1944) 	
Table 1. Transcriptions from the ballet Cinderella, op. 87 (1944) 
 
In light of Prokofiev’s distinguished array of composition work, this comparative 
analysis first seeks to reevaluate the value of the Cinderella piano transcriptions as a 
		
2 
piano solo work, highlighting the distinctive pianistic quality of the work.  Prokofiev’s 
transcriptions from his own compositions occupy a significant portion of his output.  His 
transcriptions, however, traditionally have not been highlighted as closely as his sonatas 
or concertos.  Further, despite his Cinderella transcriptions constituting the largest source 
of his transcription work with nineteen (19) pieces in three sets, they have not been 
examined in as much detail as his ballet work, Romeo and Juliet.  Based on this disparity, 
this dissertation analyzing Prokofiev’s piano transcriptions from Cinderella seeks to 
establish the Cinderella transcriptions as a representative his signature reproduction 
work, which also exhibits his strong personal attachment to this piece. 
The basis of this comparative analysis investigating Prokofiev’s ballet and 
piano transcriptions also reveals the differences in their respective sequence, 
organization, form, harmony, texture, and instrumentation.  Especially, all three sets of 
the Cinderella transcriptions are mostly modified in a pianistic manner.  An example of 
this pianistic style can be found in his first piece, ‘Pavane’ from op. 95.  Prokofiev 
intentionally repeats the main theme in the piano transcriptions, modifying their textures 
to become more complicated—which do not exist in the ballet.  Many embellishing tones 
are added to the melody and its accompaniment.  Further, frequent leaps in the melody 
line are employed to bring about register changes.  While Prokofiev does not often use 
variations in texture to his orchestral writing for the ballets, he incorporates melodic and 
harmonic modifications, textural variations, and formal changes in every section of his 
piano transcriptions.  The resulting piece is therefore texturally different from the ballet 
music, thereby elevating its value as a piano repertoire and creating more challenges for 
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performers.  
In examining the pianistic quality of Prokofiev’s Cinderella piano 
transcriptions, this comparative analysis of his ballet and piano transcription offers 
valuable insight for performers who wish to engage in an authentic interpretation of the 
transcriptions.  Because the transcriptions do not reproduce the ballet’s articulations, 
performers are likely to perform them with an incomplete understanding of the original 
ballet’s instrumentation and articulations, resulting in the music that departs sharply from 
the original ballet’s conception.  As such, to interpret the transcriptions authentically is to 
recognize and integrate the original ballet’s piano phrasing and articulations consciously, 
as well as to convey their intended alterations.  This awareness and performance 
approach can greatly elevate the pianistic quality of Prokofiev's transcriptions.  
Therefore, the awareness and appreciation of the original source of the transcriptions are 
indispensable to produce a convincing performance, and they become even more 
significant in cases where the transcriptions are created by the same composer, as 
Prokofiev did so here with his Cinderella transcriptions. Based on this analytical 
framework, this study can offer a practically and theoretically beneficial perspective into 
how the transcriptions can and should be conceived by performers. 
In addition, the necessity for analyzing Prokofiev’s piano transcriptions as a 
separate category becomes clear when considering their vivid exemplification of 
character piece genre.  For instance, all three pieces of Prokofiev’s op. 95 are dance 
music extracting the scenes from the ballet, such as the court dance and Cinderella and 
the Prince’s waltz, whereas each set of op. 97 is based on the subordinate characters from 
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the Cinderella ballet, including the Four Seasons’ Fairies and other characters dancing in 
the court palace.  On the contrary, op. 102 is more narrative as it focuses more on the 
ballet’s dramatic scenes such as the family’s quarreling and the love between Cinderella 
and the Prince.  
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2. The Sequence of Analysis between the Ballet and Its Piano Transcriptions 
from Cinderella 
To examine the value of Cinderella’s piano transcriptions as a piano solo work, 
this dissertation is organized and classified into the following themes:  The first chapter 
introduces the three transcriptions of Cinderella along with the purpose and importance 
of this comparative analysis between the ballet and the transcriptions.   
Next, the second chapter offers a concise overview of Prokofiev’s biography and 
the compositional background of his ballet and its transcriptions, closely surveying the 
composer’s distinguished, peculiar compositional characteristics and the surrounding 
historical background that influenced Prokofiev’s compositional stance.  In this case, it is 
worth noting that Prokofiev’s distinctive compositional background and circumstances of 
the Soviet regime likely led him to produce a high number of the ballets and their 
accompanying transcriptions.   
With respect to the overall scope of this comprehensive analysis, since 
Prokofiev’s organization of his transcription sets differs in material aspects from that of 
his ballet music, the third chapter begins to present a thorough comparison of the 
sequence and organization of the entire ballet, as well as all three transcription sets with 
extensive illustrations of the distinguishing characteristics of each transcription set.  In 
doing so, this analysis can shed lasting light on the defining features of each piano 
transcription set from the ballet Cinderella, as well as the interrelations among them.  In 
conducting the proposed dissertation described herein, the following sections in the same 
chapter also examine the distinctions of all nineteen (19) movements of the three 
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transcription sets in terms of their governing form, harmony, instrumentation, and 
pianistic quality from the ballet scores for orchestra.  The acquired findings 
unequivocally demonstrate the outstanding pianistic quality of Prokofiev’s timeless 
Cinderella transcriptions.   
Finally, the last chapter assesses and explores the overall value of these 
transcriptions as a character piece for piano solo incorporating a choreographic gesture of 
the ballet.  The resulting interpretative approach from this comparative analysis can, the 
author expects, enable aspiring performers to play them with more authenticity.  	
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II. HISTORICAL BACKGROUND 
1. Sergei Sergeyevich Prokofiev and Ballet Composition 
A Brief Biography of Prokofiev 
Sergei Sergeyevich Prokofiev (1891–1953), born in 1891 in Sontsovka (eastern 
Ukraine today), is often regarded as one of the distinguished Russian composers 
renowned for his uncanny ability to leverage a broad array of repertoire ranging from 
solo instrumental music to orchestral music, opera, and even ballet.  Prokofiev lived 
through the tumultuous periods of World War I, the Russian Revolution, and the Soviet 
era.  As a composer, Prokofiev displayed a strong sense of patriotism during the era in 
which the Soviet socialist state’s ideology largely defined and influenced his 
composition.1  This is worth noting because pursuing other courses that could conflict 
with the state’s ideology would not have been received favorably.  As a result, his 
personal life, political landscape of the era, and compositional characteristics intertwined 
closely with one another during the time when composers in the Soviet regime generally 
adhered strictly to the dictates of “Socialist realism” that sought to generate works to 
inspire the masses through simplicity, optimism, nationalism, and glorification of life in 
the socialist state.2 																																																								
1 Gerald Abraham, Eight Soviet Composers (Westport, Connecticut: Greenwood Press, 
1970), 32-33. 
 
2 The definition of ‘Socialist Realism’ music in this context is frequently quoted from 
Laurel E. Fay’s observation: “The only musical art demanded worthy of the working classes, and 
thus the only music demanded by the Soviet state, was to be defined by its accessibility, 
tunefulness, stylistic traditionalism, and folk-inspired qualities.”  These features listed above 
relate closely to Prokofiev’s compositional emphasis on new simplicity. 
Laurel E. Fay, Shostakovich: A Life (Oxford: Oxford University Press, 2000), 89. 
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Prokofiev began his piano lessons at the age of four at the suggestion of his 
mother.3  According to his autobiography, his mother was enthusiastic for his music 
education and taught him traditional classical repertoire herself, encouraging him to 
practice repertoire instead of compelling him to practice more technical tasks.4  In 1904, 
when Prokofiev was thirteen, he entered the St. Petersburg Conservatory to study 
composition, piano, and conducting with the likes of Anatoly Lyadov, Nikolai 
Tcherepnin, and Nikolai Rimsky-Korsakov.  When he graduated from the Conservatory 
at the age of twenty-three, he was awarded with the Rubinstein prize for his performance 
of his own piano concerto.5  During his trip to London in the same year, Sergei 
Diaghilev, the founder and choreographer of the Ballet Russes, asked Prokofiev to 
compose his own ballet.  Ever since, Diaghilev remained one of Prokofiev’s most 
influential mentors and artists who played a significant role in forming Prokofiev’s 
compositional style.6 
Following the Russian Revolution in 1917, Prokofiev left the Soviet Union and 																																																								
3 Victor Seroff, Sergei Prokofiev: A Soviet Tragedy (New York: Funk & Wagnalls, 
1968), 19. 
 
4 According to his autobiography, “My mother took great pains with my musical 
education. She believed that a child should be kept interested and not repelled by tiresome 
exercises, and that a minimum of time should be spent on scales so as to leave as much time as 
possible for reading music. At first my music lessons lasted exactly twenty minutes, and my 
mother took care never to exceed that time limit. She led me through the musical course of 
Strobel and von Ark, allowing me to play a vast amount of compositions and discussing them 
with me, encouraging me to say why I liked or disliked one or another piece. In this way I learned 
to form independent judgment at an early age.”  
Sergei Prokofiev, Autobiography, Articles, Reminiscences, comp. S. Shlifstein, trans. 
Rose Prokofieva, (Honolulu: University Press of the Pacific, 2000), 16. 
 
5 Ibid., 34. 
 
6 Ibid., 37. 
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extended his career in the United States, Germany, and France across where he 
collaborated and worked with numerous established composers, including Igor 
Stravinsky and Francis Poulenc.  Over the course of his exposure to their compositional 
styles and features, Prokofiev produced his own variety of compositions such as 
concertos, ballets, and opera while also harnessing his unique compositional philosophy.  
While he was abroad, Prokofiev retained his close cultural ties with the Soviet Union, and 
he wrote the music for the film Lieutenant Kije that the Soviet government 
commissioned.7  It is also reported that he was not satisfied with the performance of The 
Love for Three Oranges by the Chicago Opera in 1921 in the United States despite the 
concert being successful.  Furthermore, the Great Depression in the early 1930s prompted 
Prokofiev to return to the Soviet Union with his family.  Following his return in 1936, he 
wrote Peter and the Wolf and Romeo and Juliet, both of his most celebrated pieces that 
brought him considerable reputation at the time.8 
During World War II, Prokofiev found himself forced to compose propaganda 
music, such as the three War Sonatas for piano, String Quartet No. 2, and the opera War 
and Peace.  In addition, the Soviet government banned the performance of Prokofiev’s 
compositions during that time due to the unnerving political landscape across the Soviet 
Union. 9  As a result, he had to compose a number of political and patriotic works that 
																																																								
7 Thomas Schipperges, Prokofiev, (London: Haus, 2003), 282. 
 
8 Sergei Prokofiev, Oleg Prokofiev, and Christopher Palmer, Soviet Diary 1927 and 
Other Writing, (Boston: Northeastern University Press, 1992), 299-300. 
 
9 Boris Berman, Prokofiev’s Piano Sonatas: A Guide for the Listener and the Performer. 
(New Haven and London: Yale University Press, 2008), 19. 
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represented a more favorable portrait of the government, as illustrated by his 
compositions in Mighty Homeland, The Story of a Real Man, and On Guard for Piece.  In 
his later years, his health declined steadily and Prokofiev suffered from severe headaches 
and heart attacks.  On March 5, 1953, he died at the age of sixty-one, the same day as 
Joseph Stalin.10 
 
Prokofiev and His Ballet Works 
It was not coincidental that Prokofiev composed the great ballet Cinderella 
considering his distinction as a ballet and the status of Russian ballet in the nineteenth 
and twentieth centuries.  His ballet output is listed in a chronological order as follows: 
Ala I Lolli (1915, incomplete, later transcribed as Scythian Suite); Chout (The Tale of the 
Buffoon), op. 21 (1915); Trapeze, Op. 39 (1924); Le pas d’acier (The Steel Step), op. 41 
(1925–26); L’enfant prodigue (The Prodigal Son), Op. 46 (1928–29); On the Dnieper: 
Sur le Borysthène, Op. 51 (1930-31); Romeo and Juliet, Op. 64 (1935–36); Cinderella, 
Op. 87 (1940-44); and The Tale of the Stone Flower, Op. 118 (1948–53).  
The subject of the ballet story is also extensive: ludicrous Russian traditional tales 
(Chout); an ordinary romance in the Soviet state (Le pas d’acier); the adaptation of a 
parable in the bible (L’enfant prodigue); a love story from Shakespeare’s play (Romeo 
and Juliet); and the Fairy Tales of Perrault (Cinderella).11 																																																								
10 Deborah Wilson, “Prokofiev’s Romeo and Juliet: History of a Compromise” (PhD 
diss., Ohio State University, 2003), 16.  
 
11 Stephen D. Press, “Prokofiev’s Ballets for Diaghilev” (PhD diss., University of North 
Carolina at Chapel Hill, 1998), 2. 
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The result of his vast ballet output relates closely to its relationship with the 
Ballets Russes and its impresario Diaghilev, as well as the development of Russian ballet 
during the period.  Over the course of his stay in Europe, Prokofiev further improved and 
reinforced his compositional skills concerning ballet through his collaborations with 
Diaghilev and the Ballets Russes.  Furthermore, since the nineteenth century, ballet 
flourished in Russia as Marius Petipa, regarded as one of the greatest ballet masters, 
moved from France to Russia.  As the heart of classical ballet was introduced and 
blossomed thereafter in Russia, Russian ballet forms evolved and survived against the 
backdrop of Russian political landscapes.12  Accordingly, aside from Prokofiev, his 
contemporary Russian composers such as Tchaikovsky, Stravinsky, Rimsky-Korsakov, 
and others created a great number of highly acclaimed ballet works. 
 
Sergei Pavlovich Diaghilev: His Impact on Prokofiev’s Ballet Composition 
While it is clear that most scholars of Prokofiev typically cover Diaghilev’s 
significant influence on Prokofiev’s music, especially on ballet, the prevailing opinions 
differ from one another in their respective examination of whether Diaghilev’s impact 
was positive or negative in nature.  For instance, Nestyev portrays Diaghilev, in his 
biography of Prokofiev, as a person exerting a largely negative influence on Prokofiev’s 
music style because of Diaghilev’s understanding of and positive attitude toward the 
																																																								
12 Christina Ezrahi, Swans of the Kremlin: Ballet and Power in Soviet Russia, (Pittsburgh: 
University of Pittsburgh Press, 2012), 11-29.	
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western style and modernist tendency of music, which Nestyev considers wicked.13  
Nestyev proceeds, in turn, to note that Prokofiev’s brief break of association from 
Diaghilev was in fact beneficial for Prokofiev.  In direct contrast, the Hansons portray 
Diaghilev as a musician who improved Prokofiev’s foundation of extensive repertoire 
and well-blended composition skills between both western and Russian styles.  Lastly, 
Richard Taruskin also takes the similar view as that of Nestyev when he characterized 
Prokofiev as “a half-hearted modernist who achieved his best work after returning to 
Soviet Russia where he could be himself without pressure from the likes of Diaghilev to 
keep up with Parisian taste.”14  
When Prokofiev met the impresario Diaghilev in 1914, Diaghilev sought to 
recruit Prokofiev as a ballet composer for the Ballets Russes.  Initially, Prokofiev was 
interested in opera, rather than ballet, but Diaghilev convinced that stage music with 
dance was the future, and that opera was dying form.15  Diaghilev subsequently 
commissioned the four ballets to Prokofiev as follows: Ala I Lolli, Chout, Le pas d’acier, 
L’enfant prodigue (The Prodigal Son).  In order to derive pieces that represented a strong 
Russian style, Diaghilev asked Prokofiev to compose the ballet entitled Chout whose 
background materials originated from the Russian folk tales of Afanasyevs.  Moreover, 
Diaghilev’s attention to lubok, traditional Russian narrative prints containing a traditional 																																																								
13 Israel V. Nestyev, Prokofiev, trans. by Florence Jonas (Stanford: Stanford University 
Press, 1960), 73. 
 
14 Richard Taruskin, “The Antiliterary Man: Diaghilev and Music,” in Art of 
Enchantment: Diaghilev’s Ballets Russes, 1909-1929, ed. Nancy Van Norman Baer (San 
Francisco: Fine Arts Museum of San Francisco, 1998), 121. 
 
15 Harlow Robinson ed., Selected Letters of Sergei Prokofiev, (Boston: Northeastern 
University, 1998), 62. 
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story, as well as to cubism particularly inspired Prokofiev’s early ballet works.16  His first 
complete ballet work, Chout, serves as one of his early signature pieces demonstrating 
this feature.  
Following a break of his professional engagement with Diaghilev, Prokofiev 
rejoined the Ballets Russes in 1925 when he accepted the commission of Le pas d’acier 
and L’enfant prodigue.  Especially, the ballet L’enfant prodigue brought Prokofiev great 
distinction because his work immediately came to be regarded as one of the classics 
representing the Ballets Russes artistry.17 
Nonetheless, while Prokofiev composed the ballet Cinderella after returning to 
the Soviet Union, Diaghilev’s influence on Prokofiev’s ballet composition cannot be 
overstated.  In fact, Prokofiev remained receptive to Diaghilev’s advice and requests for 
revision due in most part to his deference to Diaghilev’s insight into the ballet music.18  
For example, Prokofiev expressed his positive learning endeavor as follows when 
Diaghilev asked him to revise his composition for staging of Chout:  
He was a subtle and disarming critic and argued his point 
with great conviction. I, too, had learned enough in the past 
five years to be able to distinguish the good from the bad in 
Chout.  So we had no difficulty in agreeing on the 
changes.19 
 																																																								
16 Stephen D. Press, “Prokofiev’s Ballets for Diaghilev” (PhD diss., University of North 
Carolina at Chapel Hill, 1998), 48. 
 
17 Ibid., 9. 
 
18 Ibid., 89. 	
19 Sergei Prokofiev, Oleg Prokofiev, and Christopher Palmer, Soviet Diary 1927 and 
Other Writing, (Boston: Northeastern University Press, 1992), 268. 
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This reference illuminates the nature of the working relationship between Prokofiev and 
Diaghilev, and how Prokofiev perceived its value.  It is, therefore, reasonable to suppose 
that, though Prokofiev possessed unique lyrical gifts and theatrical talents, Diaghilev’s 
guidance on the theatrical music and Prokofiev’s working relationship with him were 
critical for Prokofiev to appreciate and discern the needs of choreographers and ballet 
production.20  In this regard, the Hansons, the renowned biographers of Prokofiev, say 
that “Diaghilev’s apprenticeship led to his most radiant masterpiece, Cinderella.”21 
 
Prokofiev’s Composition: Five Lines 
The “five lines,” referring to Prokofiev’s dedicated pursuit in music, is a well-
known phrase that Prokofiev himself mentioned in his autobiography.  Prokofiev 
explained the five lines—classical, the modern, the toccata or motoric, the lyrical, and the 
grotesque—in the following manner: 
The first was the classical line, which could be traced back 
to my early childhood and the Beethoven sonatas I heard 
my mother play.  This line takes sometimes a neo-classical 
form (sonatas, concertos), sometimes imitates the 
eighteenth century classics (gavottes, the Classical 
Symphony, partly the Sinfonietta).  
 
The second line, the modern trend, begins with that 
meeting with Taneyev when he reproached me for the 
“crudeness” of my harmonies. At first this took the form of 																																																								
20 Stephen D. Press, “Prokofiev’s Ballets for Diaghilev” (PhD diss., University of North 
Carolina at Chapel Hill, 1998), 89-90. 
 
21 Lawrence and Elisabeth Hanson, Prokofiev: A Biography in Three Movements, (New 
York: Random House, 1964), 109. 
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a search for my own harmonic language, developing later 
into a search for a language in which to express powerful 
emotions (The Phantom, Despair, Diabolical Suggestions, 
Sarcasms, Scythian Suite, a few of the songs, op. 23, The 
Gambler, Seven, They Were Seven, the Quintet and the 
Second Symphony). Although this line covers harmonic 
language mainly, it also includes new departures in melody, 
orchestration and drama.   
 
The third line is the toccata, or “motor,” line traceable 
perhaps to Schumann’s Toccata which made such a 
powerful impression on me when I first heard it (Études, 
op. 2, Toccata, op. 11, the Scherzo, op. 12, the Scherzo of 
the Second Concerto, the Toccata in the Fifth Concerto, 
and also the repetitive intensity of the melodic figures in 
the Scythian Suite, Pas d’acier (The Age of Steel), or 
passages in the Third Concerto).  This line is perhaps the 
least important. 
 
The fourth line is lyrical: it appears first as a thoughtful and 
meditative mood, not always associated with the melody, or 
at any rate, with the long melody (The Fairy-tale, op. 3, 
Dreams, Autumnal Sketch, Songs, op. 9, the Legend, op. 
12), sometimes partly contained in long melody (choruses 
on Balmont texts, beginning of the First Violin Concerto, 
songs to Akhmatova’s poems, Old Granny’s Tales).  This 
line was not noticed until much later.  For a long time I was 
given no credit for any lyrical gift whatever, and for want 
of encouragement it developed slowly.  But as time went 
on I gave more and more attention to this aspect of my 
work. 
 
I should like to limit myself to these four “lines,” and to 
regard the fifth, “grotesque” line which some wish to 
ascribe to me, as simply a deviation from the other lines.  In 
any case I strenuously object to the very word “grotesque” 
which has become hackneyed to the point of nausea.  As a 
matter of fact the use of the French word “grotesque” in 
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this sense is a distortion of the meaning.  I would prefer my 
music to be described as “Scherzo-ish” in quality, or else 
by three words describing various degrees of the Scherzo—
whimsicality, laughter, mockery.22 
 
 
In addition, Stephen Fiess categorized Prokofiev’s compositional features into the 
following four elements—its style, tendency of the melody and harmony, frequent uses of 
low register, and incongruity.  The style of his music shadows parodies of dances and 
marches where the melody and harmony move in an unexpectedly twisted manner.  Also, 
he often utilizes the low register of the piano to produce grotesque sonority.  Various 
incongruent elements persist throughout his music for a ludicrous effect.23   These four 
elements are intermingled with one another to highlight Prokofiev’s signature 
“grotesque” or “scherzo-ish” compositional tendency. 
 Considering Prokofiev lived during the period when the socialist government 
exerted a significant influence over arts and artistic endeavors, Prokofiev is generally 
regarded as a neokuchist.  The composers called “Mighty Five” or “New Russian School” 
were kuchists who incorporated the Russian folk materials in their art music, and their 
music also influenced that of Prokofiev, which also regularly incorporated traditional 
Russian elements into his music.24 
																																																								
22 Sergei Prokofiev, Autobiography, Articles, Reminiscences, comp. S. Shlifstein, trans. 
Rose Prokofieva, (Honolulu: University Press of the Pacific, 2000), 36-37. 
 
23 Stephen C. E. Fiess, The Piano Works of Serge Prokofiev, (Metuchen, NJ: Scarecrow 
Press, 1994), 5. 
 
24 Stephen D. Press, “Prokofiev’s Ballets for Diaghilev” (PhD diss., University of North 
Carolina at Chapel Hill, 1998), 8.	
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Prokofiev’s five lines, when placed against the historical backdrop of the Soviet 
Union in the early twentieth century, can account for much of his compositional style 
characterized by neoclassicism, simplicity, and socialist realism.  Further, his experience 
in the West collaborating with Diaghilev and encountering other leading composers’ 
different composition styles, such as impressionism or expressionism, also played a 
notable role in shaping his compositional philosophy.  On the whole, Prokofiev’s unique 
compositional features are the composite reflection of his life experiences in the Soviet 
Union and the West, as well as his in-depth career pursuit and journey of defining his 
music. 
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2. Prokofiev’s Cinderella 
The Ballet Cinderella, Op. 87 
The ballet Cinderella is often considered one of Prokofiev’s greatest ballets, along 
with his Romeo and Juliet.  As one of the most popular in the repertoire, many ballet 
companies around the world perform Cinderella and many choreographers have 
conceived numerous different versions of it.  For Prokofiev, Cinderella carried added 
significance because he composed the work when he returned to the Soviet Union to 
serve the socialist country and the public as a prominent composer.  
In fact, the fairy tale of Cinderella was not a novel subject in a ballet piece 
because other choreographers and composers prior to Prokofiev had worked with the 
story.  For example, Marius Petipa choreographed the Cinderella story based on the 
music by Baron Boris Fitinhof-Schell in 1893.  Johann Strauss, an Austrian composer, 
also composed the ballet Ascheonbrödel (Cinderella) as his last work to be completed 
later by Joseph Bayer.  Michel Fokine likewise choreographed Cendreillon (Cinderella) 
for performance by Colonel de Basil’s Ballets Russes de Monte Carlo in 1938 based on 
Frederic d’Erlanger’s music. 
The French version of the Cinderella story by Charles Perrault, inspired Prokofiev 
to compose the ballets, as it incorporated a suitable plot that related closely to Prokofiev’s 
compositional goals, which required a fantastic fairy tale to include numerous styles of 
dances along with the love story.25  Further, the ballet Cinderella patterned after 
																																																								
25 Lawrence and Elisabeth Hanson, Prokofiev: A Biography in Three Movements, (New 
York: Random House, 1964), 285. 
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‘Tchaikovsky’s ballets,’ and Cinderella is generally dedicated to Tchaikovsky.26 
Meanwhile, the Kirov Ballet requested Prokofiev compose another ballet 
following his great success of the Romeo and Juliet in 1941.  Prokofiev decided to 
compose the ballet based on the Cinderella story, and while he began the work in 1941, 
the music could not be completed until 1944 due to the German invasion during World 
War II, and Prokofiev composed the opera War and Peace in the intervening period.27  
Although the Kirov Ballet was the first ballet company to seek Prokofiev’s composition, 
the Bolshoi Theatre, one of the most prestigious ballet theaters at the time, premiered the 
ballet Cinderella in Moscow in 1945.28  For the premier, Rostislav Zakharov (1907-
1984), a choreographer at the Bolshoi Theatre in Moscow, choreographed the final 
version of Cinderella and Yuri Fayer (1890-1971) conducted the orchestra.  In this 
performance, Galina Ulanova (1910-1998) performed the Cinderella role, and she 
received the Stalin Prize in 1946 for her performance.  
Throughout the process, Prokofiev at times discussed the difficulties he 
experienced during the composition stemming from his ongoing conflicts with producers, 
choreographers, and conductors in his diary:  
What I wished to express above all in the music of 
Cinderella was the poetic love of Cinderella and the 
Prince, the birth and flowering of that love, the 
obstacles in its path and finally the dream fulfilled. 																																																								
26 Daniel Jaffe, Sergei Prokofiev (London: Phaidon Press, 1988), 188. 
 
27 Lawrence and Elisabeth Hanson, Prokofiev: A Biography in Three Movements, (New 
York: Random House, 1964), 285. 
  
28 Simon A. Morrison, The People’s Artist: Prokofiev’s Soviet Years, (Oxford: Oxford 
University Press, 2008), 266.	
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The ballet producers, however, wanted to use the 
fairy tale simply as a setting for portraying flesh and 
blood people with human passions and failings.29  
 
As Prokofiev recalled, most parts were agreed upon and praised except the orchestration.  
Yuri Fayer, a conductor for the premiere of the ballet Cinderella, insisted that 
orchestration should be made to heavier for the Bolshoi Theater.30  Fayer also recounted 
the conflicts with Prokofiev in more detail: 
When the composer brought the score to the theatre, 
producer Rostislav Zakharov and I thought it was 
not quite suitably orchestrated; the production was 
conceived as a festive, fairylike spectacle. We could 
scarcely persuade the composer that this required 
different instrumentation . . . On this occasion we 
had to convince him at the rehearsals themselves. . . 
We were, I repeat, able to achieve something at 
rehearsal, for it was impossible to persuade him 
with words.31   
 
Pogrebov eventually re-orchestrated the ballet in part, and Zakharov added the music that 
Prokofiev had discarded for the scene depicting the wandering Prince in Africa without 
his permission.32  As seen from these background details, the premiere at the Bolshoi 
Theater did not represent Prokofiev’s original conception.  Cinderella premiered again at 
a later time at the Leningrad Theater of Opera and Ballet in Leningrad in 1946, for which 																																																								
29 Sergei Prokofiev, Autobiography, Articles, Reminiscences, comp. S. Shlifstein, trans. 
Rose Prokofieva, (Honolulu: University Press of the Pacific, 2000), 132. 
 
30 Simon A. Morrison, The People’s Artist: Prokofiev’s Soviet Years, (Oxford: Oxford 
University Press, 2008), 265. 
 
31 Yuri Fayer, “Notes of a Ballet Conductor” (The Anglo-Soviet Journal, Summer 1961), 
14. 
 
32 Simon A. Morrison, 265. 
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Prokofiev was able to implement his original orchestration.33  For this premiere, Boris 
Khaykin conducted the orchestra and Konstantin Sergeyev choreographed for the Kirov 
Ballet. 
 
Classical and Narrative Ballet Cinderella, and Soviet Russia 
 As ballet productions pursued anti-formalism throughout the 1930s and 1940s, 
they utilized character dances, pantomime dances, and dramatic narrations as the main 
means of the new ballet forms.  These tendencies reversed the sorts of reforms Fokine 
and other were interested in during the early years of the Ballet Russes.  This change in 
focus led prominent literary giants, such as Pushkin and Shakespeare, to write on the 
topics of the drambalet,34 and other propaganda topics.35  Despite this widespread literary 
trend, the actual number of the Kirov Ballet’s repertoire and performance paints a slightly 
different picture of the era.  The classics retained their status as the mainstay of their 
repertoire, and the majority of them were based on literary sources or fairy tales as 
opposed to contemporary Soviet topics.  Some have proposed the premise that the 
																																																								
33 Simon A. Morrison, The People’s Artist: Prokofiev’s Soviet Years, (Oxford: Oxford 
University Press, 2008), 266. 
 
34 The drambalet, the combination of the words “drama” and “ballet,” conveys the story 
and pantomime prominently over the ballet.  The genre appeared as a result of Soviet ballet’s 
adaption of novels or plays of literatures such as Pushkin and Shakespeare for topics of their 
ballet in 1930s and 1940s.  
 Tim Scholl, “The Ballet Avant-garde II: The ‘New’ Russian and Soviet Dance in the 
Twentieth Century” in The Cambridge Companion to Ballet, ed. Marion Kant (Cambridge: 
Cambridge University Press, 2007), 222. 
 
35 Christina Ezrahi, Swans of the Kremlin: Ballet and Power in Soviet Russia, (Pittsburgh: 
University of Pittsburgh Press, 2012), 63. 
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presence of conservatism in repertoire choice of many prominent ballet companies may 
be interpreted as an expression of resistance to the Soviet regime.36   
Prokofiev’s Cinderella is classical ballet in style and format, incorporating 
various traits of a fairy tale, lyrical music, and comical elements.37  Within this genre, 
Prokofiev described his compositional objective: to create a classical ballet containing 
diverse spectacles and dances: 
Apart from this dramatic structure of the ballet, I 
wanted to make it as danceable as possible with a 
variety of dances which would give the dancer 
plenty of opportunity to display their art to the best 
advantage and which would also advance the story 
bit by bit.  In keeping with its mood and period, I 
decided to write Cinderella in the tradition of the 
old classical ballet: I gave it pas de deux, adagios, 
gavottes, several waltzes, a pavane, passepied, 
bourrée, mazurka and a gallop. The Fairytale 
presented a number of fascinating problems to the 
composer—the atmosphere of magic surrounding 
the Fairy Godmother, the twelve fantastic dwarfs 
who pop out of the clock as it strikes midnight to 
remind Cinderella that it is time to go home, the 
swift changes of scene as the Prince journeys over 
the earth in search of her, and the poetry of nature 
personified by the four fairies of Spring, Summer, 
Autumn, and Winter and their retinue.38 																																																								
36 Christina Ezrahi, Swans of the Kremlin: Ballet and Power in Soviet Russia, (Pittsburgh: 
University of Pittsburgh Press, 2012), 87. 
 
37 Originally, Perrault’s Cinderella story lampoons Cinderella’s Stepmother and 
Stepsisters’ vanity.  In addition to the story, the characters’ costumes and dances and Prokofiev’s 
humorous depictions of the characters make up comedy in the ballet.  Also, travesti makes it 
possible for double roles performance of the Stepsisters.  Travesti refers to a performer who plays 
an opposite sex in a play, opera, and ballet, to evoke amusement and mirth. 	
38 Lawrence and Elisabeth Hanson, Prokofiev: A Biography in Three Movements, (New 
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In this respect, the classical ballet Cinderella emerged as narrative ballet with diverse 
attractions.  The choice of the fairy tale Cinderella also captured the zeitgeist of the 
historical period. 
Fairy tales have always been a common resource for Russian musicians.  Utilizing 
the common themes of a fairy tale, Russian composers often set, develop, and leverage 
the characteristics of enchanting moments with a daring hero or heroine, as shown in the 
Rimsky-Korsakov operas, The Tale of Tsar Saltan, Kashchei the Immortal, Snow 
Maiden, The Golden Cockerel, and Sadko.  Prokofiev similarly applied fairy tale pictorial 
images to his music in further developing and amplifying his own style and idioms.  This 
feature can be discovered in many of his piano works, such as Visions fugitives, Tales of 
an Old Grandmother, and parts of his piano sonatas and piano concertos.39 
 
Lyricism of Prokofiev in the Ballet 
Among Prokofiev’s “five lines,” the lyrical quality of the fourth line40 is 
highlighted vividly in the ballet Cinderella.  According to Minturn, Prokofiev’s lyrical 
																																																																																																																																																																					
York: Random House, 1964), 310-311. 
 
39 Boris Berman, Prokofiev’s Piano Sonatas: A Guide for the Listener and the Performer. 
(New Haven and London: Yale University Press, 2008), 4. 
 
40 “The fourth line is lyrical: it appears first as a thoughtful and meditative mood, not 
always associated with the melody, or at any rate, with the long melody . . . This line was not 
noticed until much later.  For a long time I was given no credit for any lyrical gift whatever, and 
for want of encouragement it developed slowly.  But as time went on I gave more and more 
attention to this aspect of my work.”  
Sergei Prokofiev, Autobiography, Articles, Reminiscences, comp. S. Shlifstein, trans. 
Rose Prokofieva, (Honolulu: University Press of the Pacific, 2000), 36-37. 
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gift is at its best in Cinderella,41 which is demonstrated in the dreary melody lines 
portraying Cinderella’s pitiful and miserable situations, the “thoughtful” and “meditative” 
melodies describing Cinderella’s innocent and contemplative character, and main themes 
symbolizing the love between two main characters—Cinderella and the Prince.  These 
melodies distinctly convey each character and scenes in the plot of the ballet as a 
leitmotiv.  In this connection, Prokofiev explained the emphasis he placed on the themes 
of each character in his writing as follows:  
  N. D. Volkov and I thought a great deal about the 
dramatic aspects of the ballet. My music has three 
basic themes: first theme, Cinderella, the abused 
and ill-treated; second theme, Cinderella, the chaste, 
pure and pensive; the third and main theme, 
Cinderella in love, radiant with happiness. I also 
took a great deal of trouble to establish every 
character through the music – the sweet, shy 
Cinderella, her timid father, her bad-tempered 
stepmother, her selfish sisters, the gay and 
passionate young Prince – in such a way that the 
audience felt caught up in their joys and sorrows.42 
 
 
Prokofiev’s genius lyricism shown in Cinderella derives its strength from his 
profound devotion to the value of melody and its simplicity.  In his interview with the 
New York Times in 1930, he described his philosophy in detail: “I think we have gone as 
far as we are likely to go in the direction of size, or dissonance, or complexity in music… 
																																																								
41 Neil Minturn, The Music of Sergei Prokofiev (New Haven: Yale University Press, 
1997), 27. 
 
42 Lawrence and Elisabeth Hanson, Prokofiev: A Biography in Three Movements, (New 
York: Random House, 1964), 310. 
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We want a simpler and more melodic style for music, a simpler less complicated 
emotional state, and dissonance again relegated to it proper place as one element of 
music.”43  This simplistic tendency of socialist realism and his particular attention to 
lyricism bring forth Prokofiev as a lyricist, and which is fully demonstrated in Cinderella. 
 
Prokofiev’s Recycling of Music for the Ballet Cinderella  
Not only did Prokofiev write the transcriptions of Cinderella with various 
organizational, textural, harmonic modifications, he also recycled some musical materials 
and ideas from previous works for Cinderella.  Accordingly, Prokofiev’s unique 
attributes in other genres can be located throughout the ballet.  This observation can be 
supported by the following instances:  The march from his opera The Love for Three 
Oranges was adapted into the duet for the Stepsisters.44  In the ballet scene titled “Duet of 
the Sisters with the Oranges” (act 2, scene 35), the middle part interposed between the 
main sections of the Stepsisters’ theme resembles the march.  Also, the first movement 
(Andante-Allegro) of his Piano Concerto no. 3 opens with a tranquil theme played by the 
clarinet, which foreshadows the opening of his ballet Cinderella (Andante dolce) wherein 
a calm and bleak theme is played mainly by the clarinet.45  The third movement’s 
beautiful lyrical theme and a fairy tale impression like the midnight striking of the clock 																																																								
43 Stephen D. Press, “Prokofiev’s Ballets for Diaghilev” (PhD diss., University of North 
Carolina at Chapel Hill, 1998), 239. 
 
44 Simon A. Morrison, The People’s Artist: Prokofiev’s Soviet Years, (Oxford: Oxford 
University Press, 2008), 264. 
 
45 Lawrence and Elisabeth Hanson, Prokofiev: A Biography in Three Movements, (New 
York: Random House, 1964), 171. 
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also prefigure to Cinderella.46  In addition, his second Violin Concerto provides an 
additional hint of Cinderella within a part of the final movement as the expressive G 
minor tune, which evokes one of the waltzes of Cinderella in the same key.47  The 
Hansons appraised Prokofiev’s fifth Symphony as follows: “Prokofiev’s Symphony no. 5 
could well be called the Cinderella Symphony.”48  They based their account upon the fact 
that the symphony also begins with a bleak theme much like the opening of Cinderella, 
and the last movement (Allegro giocoso) incorporates the lyrical middle part that 
foreshadows Cinderella’s loving character and fluidity.   
Furthermore, Prokofiev’s undeniable attachment to fairy tales is also palpable in 
his other pieces, including Music for Children, op. 65 where Prokofiev brought his 
pictorial ideas from fairy tales for the music and the title.  The compositional feature 
applying fairy tales to the music also closely relates to the Russian culture that often 
emphasizes an intense and indulgent love for children.49 
 
The Sequence of the Ballet Cinderella 
The librettist Nikolai Volkov originally wrote the story of the ballet Cinderella 
based on Perrault’s Cinderella fairy tale.  Consisting of a total of three acts, the 																																																								
46 Lawrence and Elisabeth Hanson, Prokofiev: A Biography in Three Movements, (New 
York: Random House, 1964), 172. 
 
47 Ibid., 260. 
 
48 Ibid., 304-305. 	
49 Harlow Robinson, Sergei Prokofiev: A Biography (New York: Viking Penguin Inc., 
1987), 306. 
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background changes for each act.  Act 1, set in Cinderella’s house, describes the 
characters of Cinderella and the Stepsisters, their relationships and circumstances, and the 
motivation of the main plot.  In this act, the themes of Cinderella—that of a sufferer and a 
dreamery—and of the Stepsisters are revealed.  The act concludes with the scene where 
Cinderella leaves her house for the ball, and its main visual effects portray the dances of 
Cinderella, the Stepsisters, and the Four Seasons’ Fairies.  The music used for these 
scenes is transcribed for piano solo in the following order: The Four Seasons’ Fairies, 
along with the Grasshoppers and the Dragonflies, are placed as the first five movements 
in op. 97, Cinderella’s dance as the gavotte in op. 95, and the Stepsisters’ dances in op. 
102. 
Act 2 incorporates various dance forms performed by diverse characters in the 
court background.  Here, Prokofiev utilizes the Baroque dances in connection with the 
classical ballet terms.  Cinderella and the Prince meet and fall in love in this act, and it 
therefore includes the pas de deux,50 which is a significant element of classical ballet.  
Because of this structural characteristic, many ballet scenes from this act are transcribed 
for the piano, such as the first movement of op. 95, the last four movements of op. 97, 
and several other movements of op. 102. 
Act 3, the last act, includes the Prince’s attempts to look for Cinderella throughout 
which Prokofiev employs exotic music such as “Orientalia” and gallops.  Further, this act 
includes the waltz to which Cinderella and the Prince dance after reaffirming their love 																																																								
50 The pas de deux indicates a dance for two.  
Oxford Reference, s.v. “pas de deux,” accessed March 8, 2018, 
http://www.oxfordreference.com.ezproxy.bu.edu/view/10.1093/oi/authority.2011080310
030934. 
		
28 
for each other.  From this act, the “Orientalia,” “Slow waltz,” and the last scene 
“Amoroso” are reproduced for piano solo.  
As a whole, the Cinderella fairy tale aptly portrays and satirizes each social 
stratum through the enduring love story between Cinderella and the Prince, representing 
the two different social classes of the eighteenth century.  Aside from Cinderella’s 
family, the story also generally derides the bourgeoisies and the court at the time.51  Here, 
by means of his lyricism and syntax in the music, Prokofiev effectively conveys 
Cinderella’s story and characters.
																																																								
51 Israel V. Nestyev, Prokofiev, trans. by Florence Jonas (Stanford: Stanford University 
Press, 1960), 177. 
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III. COMPARATIVE STUDY BETWEEN THE BALLET CINDERELLA AND ITS 
PIANO TRANSCRIPTIONS 
1. Characteristic of Three Piano Transcription Sets 
Defining Structural Characteristics of the Three Transcription Sets from Cinderella 
Prokofiev published his highly regarded Cinderella piano transcriptions in three 
sets over three years.  His piano transcription sets make it clear that he purposefully 
selected the music from Cinderella’s ballet scenes in addition to his personal preferences, 
as opposed to a predetermined form of organizational structure or arrangement.  Upon 
examination, one can reasonably observe that each transcription consisting of Prokofiev’s 
chosen music does not relate thematically or stylistically to the ballet story in terms of its 
movement or organizational sequence.  Refer to Tables 3.1.1, 3.1.2, 3.1.3, and 3.1.4.  
Further, it is notable that Prokofiev incorporated the ballet music, as taken from its 
several scenes, in order to present it as a new piece.  Based on these transcriptions’ 
peculiar thematic and organizational structures, the question becomes the criteria or 
standards Prokofiev used to select Cinderella’s music for his piano transcriptions, as well 
as how Prokofiev organized the movement of each set to maintain their thematic 
relevance in relation to one another.  
Contrary to narrative music, such as an opera or a ballet, where each narrative 
sequence constructs the entire story, a piano transcription generally does not need to 
follow the sequence of a ballet piece when it functions as a character piece or a dance 
suite.  For a piano solo suite that does not contain lyrics and visual elements, it is often 
more structurally efficient to rearrange its movement in accordance with instrumental 
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forms or the relevance of each character in the music.  Here, Prokofiev's three piano 
transcription sets from Cinderella are not narratively constructed.  Despite them being 
not narrative based, it is difficult, at first glance, to discern the association or relevance of 
each set’s movement.  However, an in-depth examination of each movement’s form, 
character, and scale supports the finding that Prokofiev did not select his three piano 
transcriptions randomly, but rather that he did so with a specific purpose based on 
carefully construed criteria.  
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Piano Transcriptions Ballet 
3 Pieces,  
op. 95 (1942) 
1. Pavane act 2 scene 20 
2. Gavotte act 1 scene 10 
3. Slow Waltz act 3 scene 49 
10 Pieces,  
op. 97 (1943) 
1. Spring Fairy act 1 scene 12 
2. Summer Fairy act 1 scene 13 
3. Autumn Fairy act 1 scene 15 
4. Winter Fairy 
act 1 scene 16 
act 1 scene 5 
act 3 scene 48 
5. Grasshoppers and Dragonflies act 1 scene 14 
6. Orientalia act 3 scene 43 
7. Passepied act 2 scene 21 
8. Capriccio act 2 scene 24 
9. Bourrée act 2 scene 22 
10. Adagio act 2 scene 36 
6 Pieces, 
op. 102 (1944) 
1. Waltz: Cinderella and the Prince act 2 scene 30 
2. Cinderella’s Dance act 2 scene 32 
3. The Quarrel 
act 2 scene 2 
act 3 scene 46 
act 1 scene 4 
act 3 scene 47 
4. Waltz: Cinderella Goes to the Ball act 1 scene 19 
5. Pas de Châle 
act 1 scene 2 
act 3 scene 46 
act 2 scene 35 
6. Amoroso 
act 3 scene 50 
act 1 scene 9 
 
Table 3.1.1. Comparison of organization between piano transcriptions and ballet 
		
32 
Piano Transcriptions Orchestral Suite 
3 Pieces,  
op. 95 (1942) 
1. Pavane op. 109 no. 1 
2. Gavotte op. 108 no. 2 
3. Slow Waltz op. 109 no. 7 
10 Pieces,  
op. 97 (1943) 
1. Spring Fairy op. 108 no. 3 
2. Summer Fairy op. 108 no. 3 
3. Autumn Fairy   
4. Winter Fairy op. 107 no. 4 
5. Grasshoppers and Dragonflies op. 108 no. 3 
6. Orientalia op. 109 no. 5 
7. Passepied   
8. Capriccio   
9. Bourrée op. 108 no. 4 
10. Adagio  op. 109 no. 2 
6 Pieces,  
op. 102 (1944) 
1. Waltz: Cinderella and the Prince  op. 108 no. 5 
2. Cinderella’s Dance op. 107 no. 6 
3. Quarrel op. 107 no. 3 
4. Waltz: Cinderella Goes to the Ball52 op. 107 no. 7 
5. Pas de Châle op. 107 no. 2 
6. Amoroso op. 109 no. 8 
 
Table 3.1.2. Comparison of organization between piano transcriptions and 
orchestral suites 
																																																								
52 The piano transcription “Waltz: Cinderella Goes to the Ball” (op. 102, no. 4) 
corresponds to the orchestral suite “Cinderella’s Waltz” (op. 107, no. 7).  The existence of the 
piano transcription “Cinderella’s Dance” (op. 102, no. 2) and the orchestral suite “Cinderella 
Goes to the Ball” (op. 107, no. 6) often causes confusion, due to their similar titles, when 
conducting their organizational analysis.  Furthermore, “Cinderella Goes to the Ball” (op. 107, 
no. 6) and “Cinderella’s Waltz” (op. 107, no. 7) are incorporated in the same orchestral suite 
successively, which may contribute further to such confusion.  
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Ballet Piano Transcriptions Orchestral Suites 
Act 1     
1. Introduction   op. 107 no. 1 
2. Shawl Dance (Pas de Châle) 
op. 102 no. 5 op. 107 no. 2  
op. 102 no. 3* op. 107 no. 3* 
3. Cinderella     
4. The Father op. 102 no. 3* op. 107 no. 3* 
5. The Fairy Godmother op. 97 no. 4* op. 107 no. 4 
6. The Merchant and the Sister’s New Clothes   op. 108 no. 2* 
7. The Dancing Lesson   op. 108 no. 2 
8. Departure of the Stepmother and the Sisters 
for the Ball 
    
9. Cinderella Dreams of the Ball op. 102 no. 6* op. 108 no. 1 
10. Gavotte op. 95 no. 2 op. 108 no. 2 
11. Second Appearance of the Fairy Godmother     
12. Variation of the Spring Fairy op. 97 no. 1 op. 108 no. 3 
13. Variation of the Summer Fairy op. 97 no. 2 op. 108 no. 3 
14. Grasshoppers and Dragonflies op. 97 no. 5 op. 108 no. 3* 
15. Variation of the Autumn Fairy op. 97 no. 3   
16. Variation of the Winter Fairy op. 97 no. 4 op. 107 no. 4 
17. The Interrupted Departure     
18. The Clock scene     
19. Cinderella’s Departure for the Ball op. 102 no. 4 op. 107 no. 7 
Act 2     
20. Court Dance (Pavane) op. 95 no. 1 op. 109 no. 1 
21. Passepied op. 97 no. 7   
22. Courtier’s Dance (Bourrée) op. 97 no. 9 op. 108 no. 4 
23. Skinny’s Variation     
24. Dumpy’s Variation (Capriccio) op. 97 no. 8   
25. Resumption of the Court Dance     
26. Mazurka and Entrance of the Prince     
27. Variation of the Prince’s Four Companions     
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28. Mazurka   op. 107 no. 5 
29. Cinderella’s Arrival at the Ball   op. 108 no. 5 
30. Grand Waltz op. 102 no. 1 op. 107 no. 7 
31. Promenade     
32. Cinderella’s Variation op. 102 no. 2 op. 107 no. 6 
33. The Prince’s Variation     
34. Entertainment of the Guests   op. 109 no. 3 
35. Duet of the Sisters with the Oranges 
op. 102 no. 5* op. 107 no. 2 
  op. 109 no. 3 
36. Duet of the Prince and Cinderella (Adagio) op. 97 no. 10 op. 109 no. 2 
37. Waltz-Coda     
38. Midnight   op. 107 no. 8 
Act 3     
39. The Prince and the Cobblers     
40. The Prince’s First Galop   op. 108 no. 6 
41. Temptation   op. 109 no. 4 
42. The Prince’s Second Galop   op. 108 no. 6 
43. Orientalia op. 97 no. 6 op. 109 no. 5 
44. The Prince’s Third Galop   op. 108 no. 6 
45. Cinderella’s Awakening     
46. The Morning After the Ball 
op. 102 no. 2* op. 107 no. 2 
op. 102 no. 5* op. 107 no. 3 
47. The Prince’s Visit op. 102 no. 5 op. 107 no. 3 
48. The Prince Finds Cinderella op. 97 no. 4* op. 109 no. 6 
49. Slow Waltz op. 95 no. 3 op. 109 no. 7 
50. Amoroso op. 102 no. 6 op. 109 no. 8 
 
Table 3.1.3. Comparison of organization between ballet and piano transcriptions53 
 																																																								
53 Please note that the movement of piano transcription or orchestral suite followed by an 
asterisk (“*”) indicates that the corresponding ballet scene is used as part of the piano 
transcription or the movement of an orchestral suite so that the ballet scene as an entity does not 
correspond to the transcription or the movement of an orchestral site. 
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Orchestral Suite Piano Transcription 
no. 1, 
op. 107 (1946) 
1. Introduction   
2. Pas-du-Châle op. 102 no. 5 
3. Quarrel op. 102 no. 3 
4. Fairy Grandmother and Fairy Winter op. 97 no. 4 
5. Mazurka   
6. Cinderella Goes to the Ball op. 102 no. 2 
7. Cinderella’s Waltz op. 102 no. 4 
8. Midnight   
no. 2, 
op. 108 (1946) 
1. Cinderella’s Dreams op. 102 no. 6 
2. Dancing Lesson and Gavotte54 op. 95 no. 2 
3. Spring Fairy and Summer Fairy 
op. 97 no. 1 
op. 97 no. 2 
op. 97 no. 5 
4. Bourrée op. 97 no. 9 
5. Cinderella at the Palace op. 102 no. 1 
6. Galop   
no. 3, 
op. 109 (1946) 
1. Court Dance (Pavane) op. 95 no. 1 
2. The Prince and Cinderella (Adagio) op. 97 no. 10 
3. Entertainments of the Guests   
4. Temptation   
5. Orientalia op. 97 no. 6 
6. The Prince Finds Cinderella op. 97 no. 4* 
7. Slow Waltz op. 95 no. 3 
8. Amoroso op. 102 no. 6 
 
Table 3.1.4. Comparison of organization between orchestral suites and piano 
transcriptions 
 																																																								
54 “Dancing Lesson and Gavotte,” the second movement of Orchestral Suite No. 2 from 
Cinderella, op. 108, is the combination of the ballet scenes consisting of the following: “The 
Merchant and the Sister’s New Clothes” (act 1, scene 6); “The Dancing Lesson” (act 1, scene 7); 
and “Gavotte” (act 1, scene 10). 
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Three Pieces from Cinderella, Op. 95: Dance Suite with Neoclassicism 
An examination of the first set of op. 95 shows that the work is formed by putting 
the classical dance pieces together—pavane, gavotte, and waltz.  These three classical 
dance movements are the dance music from each of Cinderella’s three different acts as 
illustrated in Table 3.1.2.  Prokofiev extracted each movement deliberately to represent 
the three different characters, or character groups, and the three different parts of 
Cinderella’s story.  For instance, the first movement, “Pavane,” of op. 95 serves as the 
music for the dance at the palace court, which corresponds to the ballet scene “Court 
Dance” (act 2, scene 20).55  This particular scene provides not only an introduction of the 
court scenes of act 2, but also a close illustration of the signature group dance scenes of 
the ballet.  A genre of pavane originates from a form of processional dance of Italian 
court dance in the sixteenth and seventeenth centuries.56  Leveraging this genre, 
Prokofiev composed the pavane movement in a slow 4/4 for the palace court group dance 
scenes.  In addition, Prokofiev utilized the pavane as his recurring thematic movement of 
the group dance scenes of Cinderella, applying it to other scenes of act 2 as well.  
The second movement “Gavotte” (op. 95, no. 2) is the music to which Cinderella 
dances alone at home after her stepsisters leave for the ball in the ballet scene (act 1, 																																																								
55 According to the letter Prokofiev sent to Levon Atovmyan, Prokofiev corrected the title 
of the first piece of op. 95 to “Pavane,” not “Intermezzo.”  The title “Intermezzo” is used as a 
subtitle of the corresponding ballet scene (act 2, scene 20), which serves as the first scene of the 
act 2 between the first two acts.  See Letter to Atovmyan dated 13.8.1952.  
Simon A. Morrison and Bard Music Festival. Sergey Prokofiev and His World 
(Princeton: Princeton University Press, 2008), 282.	
 
56 Alan Brown, “Pavan.” in Grove Music Online, accessed April 23, 2018, 
http://www.oxfordmusiconline.com.ezproxy.bu.edu/grovemusic/view/10.1093/gmo/9781561592
630.001.0001/omo-9781561592630-e-0000021120?rskey=AfGJli&result=3. 
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scene 10).  This movement is significant because it is the first solo dance of the main 
character—Cinderella—that symbolizes her state of despondency.  The gavotte is a type 
of French folk dance that became popular as one of the defining instrumental forms from 
the late sixteenth century.  The gavotte was also been utilized widely for as an optional 
movement of the Baroque dance suite.  Throughout his piano transcription of Cinderella, 
Prokofiev retained the gavotte’s characteristic moderate tempo and duple meter in the 
music wherein the gavotte was performed as one of the assorted dance forms in the ballet 
as though it operated as a part of the Baroque dance suite. 
The last movement of the set, “Slow Waltz” (op. 95, no. 3), is a transcription of 
the ballet scene with the same title (act 3, scene 49) wherein Cinderella dances a slow 
duet with the Prince following the Prince’s recognition of Cinderella.  While the ballet 
scenes related to the first two movements display the palace court in the background and 
Cinderella’s despondency during the story, the ballet scene corresponding to the last 
movement focuses unequivocally on the love between Cinderella and the Prince.  The 
waltz is a form of popular ballroom couple dance in triple meter originating in the 
eighteenth century, and it was popular in a particular era (mid-1800s).  Many 
distinguished composers, including Chopin, Liszt, Brahms, and Tchaikovsky wrote 
waltzes for piano solo, rather than for dance.  Prokofiev’s piano transcription also 
becomes a movement of the dance suite for a piano solo, although the corresponding 
ballet scene (act 3, scene 49) is the couple dance between Cinderella and the Prince, as its 
three-beat pulse is relatively weak and accompanied by slow melody with 
embellishments and richer harmonies in a contrapuntal texture in the transcription. 
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These three movements of Prokofiev’s survey the entire story line of Cinderella 
and represent the main background setting, the inner state of Cinderella, and the love 
between the two protagonists—Cinderella and the Prince.  Nonetheless, Prokofiev’s 
choice and arrangement of material in the piano transcriptions follow a music rather than 
narrative logic.   For example, Prokofiev assigns the introductory group dance, the 
movement “Pavane,” to the beginning of op. 95 as an introduction, as he does with act 2 
of the ballet.  Also, the dance form gavotte utilized for the second movement of the 
transcription set is also one of common movements placed in the middle of Baroque 
dance suites.  The slow waltz of the third movement is also appropriate in terms of the 
sequence of tempos.  Musically, at least according to the conventions of the eighteenth 
century practice, one would suppose that a gavotte would make a better finale.  However, 
when compared to the Baroque dance suites, such as Bach’s French Suites, the third 
movement is in slow three-beat dance form such as Sarabande, which follows the first 
two movements of Allemande in quadruple meter at moderate tempo, and Courante in 
triple meter at fast tempo. This elaborate thematic scheme further illustrates Prokofiev’s 
sophisticated movement arrangement. 
 
Ten Pieces from Cinderella, Op. 97: A Character Piece “Cinderella” 
The second set of Prokofiev’s piano transcriptions—ten (10) pieces from 
Cinderella, op. 97—focuses more closely on the characters being featured in the ballet.  
Judging from their titles only, the first five movements appear to be related chiefly to the 
characters derived from the first act of Cinderella.  The next five movements tend to shed 
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light on the subordinate characters from the second and third act of the ballet, though they 
are titled as instrumental forms, musical styles, or tempo indication.  In particular, the 
sixth movement “Orientalia” is the exotic music that the Prince encounters while 
traveling to look for the disappeared Cinderella in act 3, whereas the other movements 
such as “Passepied,” “Capriccio,” and “Bourrée” are the music to which the subordinate 
characters dance in the court in act 2.57  Further, the last movement, “Adagio,” one of the 
most popular movements from Cinderella, the first duet between Cinderella and the 
Prince, is typical for a pas de deux.  The “Adagio” is often regarded as the most effective 
movement to display and exhibit the two main characters, their duet, and the love 
between them.  
Similar to the first set op. 95, the second set op. 97 also illustrates the dances in 
which the characters engage throughout the piece.  In this regard, op. 97 may be 
construed as a collection of the divertissements of the ballet with the exception of the last 
movement, a pas de deux.  Each movement is thematically and stylistically more oriented 
to highlight the musical depiction of the characters.  The instrumental forms used in the 
second set, with traditional dance titles such as passepied, bourrée, and capriccio, are also 
intended to serve as a form of styles showing the full course of character dance.  The 
transcription set op. 97 interestingly resembles other sets of character piece such as 
Robert Schumann’s Carnaval, op. 9 in the uses of characters and dance forms as its title 
																																																								
57  The transcription “Passepied” (op. 97, no. 7) is derived from another court dance (act 
2, scene 20) that follows to the first “Court Dance” (act 2, scene 20).  The music “Capriccio” (op. 
97, no. 8) comes from the scene of “Dumpy’s Dance” (one of stepsisters) (act 2, scene 24) and 
“Bourrée” (op. 97, no. 9) from “Courtier’s Dance” (act 2, scene 22) in the original ballet.  See 
Example 3.1.3. 
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and style.  In other words, the op. 97 set functions far more as a set of character pieces 
than does the dance suite of the first set.   
 
Six Pieces from Cinderella, Op. 102: Program Music for Piano, “Cinderella” 
The last piano transcription set, the six (6) pieces from op. 102, depicts each event 
of the storyline as a whole organically, as well as the love between Cinderella and the 
Prince in greater detail than the previous two transcription sets.  The descriptive titles of 
each of its movements portray the overall ambiance of the scenes in the ballet.  
Moreover, the titles also refer to the scenes where one can recognize the corresponding 
tunes in the ballet music. 
The scale and scope of Prokofiev’s third set, op. 102, stand as the largest among 
his three Cinderella transcription sets.  Its duration, consisting of the six (6) movements, 
is approximately twenty (20) minutes.  It is considerably longer than op. 97, which 
consists of ten (10) movements.  Additionally, some of the movements in op. 102, 
including “Waltz: Cinderella and the Prince” (op. 102, no. 1), “Waltz: Cinderella Goes to 
the Ball” (op. 102, no. 4), and “Amoroso” (op. 102, no. 6) employ darker hues and tones 
than the movements in other sets.  Although the music such as “Quarrel” (op. 102, no. 3) 
is set in a light and mild vein, the extent of its performance duration and registral range of 
the set op. 102 is notably greater than that of the previous sets that Prokofiev composed.   
What is more, the organization and arrangement of each movement for the ballet 
scenes departs sharply from those of the previous transcription sets, op. 95 and op. 97.  
Prokofiev delicately draws on different movements for each of the set op. 102 rather than 
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using the same music from the ballet.  In generating a single instrumental transcription, 
Prokofiev intentionally selects the music from the ballet scenes that thematically 
interrelated, and juxtapose them in accordance with the form that he designs.  He at times 
interjects the materials from the ballet into the middle of other materials, arranging the 
introduction extracted from a part of the ballet.  Prokofiev also sometimes exclusively 
creates an introduction for the piano transcription.  This style of selection, creation, and 
rearrangement process by Prokofiev merits special attention because Prokofiev did not 
merely reproduce the transcriptions from the music of ballet.  For more details, refer to 
Tables 3.1.1 and 3.1.3.58  Further distinguishing it from the other transcriptions, 
Prokofiev purposefully assigned it a new title.  Because a new title may create confusion 
with other similarly titled movements, it can be reasonably concluded that Prokofiev 
likely sought to individualize and differentiate his transcriptions from the ballet by his 
conscious choice of the original ballet music and the new movement titles in Cinderella.  
																																																								
58 The details of organization within a movement of op. 102 are explained in the 
following chapter, Detailed Organization Within a Movement. 
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2. Detailed Organizational Analysis Within a Movement 
Three Pieces from Cinderella, Op. 95 
Examining the three pieces of the first set, op. 95, reveals that they largely 
exemplify the corresponding scenes of the ballet, though they contain some textural 
variations from the ballet and from the orchestral suite.  In particular, the first two 
movements include a few structural variations in the area of formal designation, while the 
third and last movement, “Slow Waltz,” follows the ballet sequence closely throughout 
its progression.  These subtle variations that Prokofiev deployed in his piano 
transcriptions unfold in an interesting manner, as investigated in detail below.  
The first piece of the set, “Pavane,” is formally titled “Court Dance” in the ballet.  
Typically, a title of the ballet describes the contents or background of a particular 
scene(s), rather than its form—a substantial element in classical ballet.  Against this 
general convention, however, Prokofiev used the instrumental form (the pavane) as a title 
in the piano transcription.  In doing so, Prokofiev sought to establish this movement and 
set as an independent piano solo piece, which does not, by design, evoke the background 
scenes as much as the traditional approach of using a movement title that refers to scenes 
from the ballet. 
While Prokofiev did not bring other musical forms into his piano transcriptions, 
he effectuated other noteworthy organizational changes in them.  For instance, it is 
significant that Prokofiev’s introduction of six (6) measures in the ballet and the 
orchestral suite is not present in the transcription.  Therefore, the piano transcription 
immediately begins with and delivers the main theme.  The tune of the main theme can 
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be observed in all of the ballet’s well-known group dance scenes in the palace court, 
which appear throughout the ballet.  Here, Prokofiev repeated the main theme with 
creative textural modifications in the first section from m. 9 and extended the music’s 
ending by adding the newly composed part for the piano transcription in mm. 52–55 to 
prevent the transcription from coming to an abrupt end.  In addition, Prokofiev produced 
a new middle section, which he composed after the piano transcription, to appear in the 
corresponding movement of the orchestral suite (op. 109, no. 1).  The implications and 
consequences of these innovative approaches that Prokofiev adopted are parsed out more 
fully in the following chapters on Form, Harmony, and Textural Modification that follow 
in sequence. 
The tune and subject of the piano transcription “Gavotte” (op. 95, no. 2) are 
revealed in the ballet scene “The Dancing Lesson” (act 1, scene 7) and the one with the 
same title (act 1, scene 10), the part in which Cinderella’s two Stepsisters take their 
dancing lesson in preparation of their upcoming ball dance.  This tune reemerges in the 
corresponding scene “Gavotte” where Cinderella dances in her imagination after being 
left alone by her Stepsisters.  At this juncture, Prokofiev again purposefully assigned a 
new title for the corresponding movement of Orchestral Suite No. 2 from Cinderella, 
“Dancing Lesson and Gavotte” (op. 108, no. 2), by combining music from the two scenes 
into a single movement, with a novel composition approach. 
Unlike the preceding movement, “Pavane” (op. 95, no. 1), that does away with the 
introduction from the ballet, Prokofiev here created a new set of short six-measure-long 
introductions for the piano transcription “Gavotte” (op. 95, no. 2).  His newly composed 
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introduction in mm. 1–6 incorporates the rhythmic and intervallic motives in an effort to 
stage and prepare the appearance of the main theme.  Also, Prokofiev modified the 
middle section (B) by creating a new part (d) in mm. 56–65, placing the new part 
between repeats of the original middle section (c).   In addition, he intentionally omitted 
some contextual measures that seemed to prolong unnecessarily the end of the middle 
section (c).  This extension process results in the ternary format (cdc) in the middle 
section (B).  Refer to Table 3.3.2 in the Form chapter illustrating formal design of the 
movement in detail.  The resulting structure is the one in which the short passages of the 
middle section became an independent section, with his newly composed part organizing 
the new section as a whole. 
 
First Half of Ten Pieces from Cinderella, Op. 97 
While Prokofiev preserved the original structures of the first three movements of 
op. 97 and their corresponding ballet scenes—“The Spring Fairy,” “Summer Fairy,” and 
“Autumn Fairy,”—he creatively composed a new “Winter Fairy” that is discernibly 
different from the ballet scene.  In doing so, Prokofiev employed an original strategy: He 
brought the Fairy Godmother materials from “The Fairy Godmother” (act 1, scene 5), and 
“Prince Finds Cinderella” (act 3, scene 48) into the middle of “Winter Fairy” (op. 97, no. 
4).59  Here, it is notable that both ballet scenes share and incorporate the Fairy Godmother 
theme, with each part of Fairy Godmother carefully positioned next to the two sections of 
Winter Fairy, resulting in the episode of “Winter Fairy.”  The other fairy Godmother 																																																								
59 Di Zhu, “Prokofiev's Piano Transcriptions: A Comparative Study of His Transcribing 
Techniques” (DMA diss., University of Cincinnati, 2006), 50. 
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materials are derived from a scene of act 3.  Prokofiev’s decision to integrate the Fairy 
Godmother’s two appearances evokes the scenario of the ballet in which the theme of 
Fairy Godmother also appears twice in “The Fairy Godmother” (act 1, scene 5) and  “The 
Second Appearance of Fairy Godmother” (act 1, scene 11).   
With regards to keys, there is little difficulty with linking the two Fairy 
Godmother episodes to the music of “Winter Fairy.”  It is proper to modulate from the 
home key A-flat major of “Winter Fairy” to C major and C-flat major, which, in the 
Fairy Godmother subject themes, is accomplished through the common-tone method of 
modulation.  This is possible because the third and fifth notes of C and E-flat of the home 
key (A-flat major) are the root of the C major and the third of the C-flat major, 
respectively. 
However, to amalgamate Winter Fairy and Fairy Godmother materials with each 
other seamlessly in terms of their respective tempo, Prokofiev adopted the strategy of 
rhythmic notational changes during his transcribing process.  Prokofiev first adjusted the 
tempo of the piano transcriptions to Moderato, quasi Allegretto due to the significant 
difference of the tempo indications between Adagio of the “The Fairy Godmother” piece 
and Allegro moderato of the “Winter Fairy” piece.  Here, Prokofiev had the option of 
introducing the Fairy Godmother materials of “Prince Finds Cinderella” (act 3, scene 48) 
in their original form as they were, because they were already notated with a Moderato 
tempo.  Instead, Prokofiev augmented the rhythmic value of the scene “The Fairy 
Godmother” (act 1, scene 5) to one (1) dotted half note and ten (10) eighth notes from 
one (1) dotted quarter note and ten (10) sixteenth notes in the piano transcription.  In so 
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doing, Prokofiev ensured that these modifications retained their relative rhythmic value 
with his Pochissimo più mosso tempo instruction.   
This investigation also reveals an important thematic and structural variation that 
Prokofiev produced.  From the rehearsal no. 370 of the ballet scene “The Prince Finds 
Cinderella” (act 3, scene 48), he brought the arpeggio passages as well as the Fairy 
Godmother materials, which he further divided and repositioned before the second Fairy 
Godmother section in mm. 51–64 and after the last Winter Fairy theme in mm. 70–73.  
Not only did he integrate other materials such as Fairy Godmother materials into the 
movement, but he also inserted additional new parts that he composed based on the 
Winter Fairy materials into mm. 18–21, mm. 40–50, and mm. 65–69.  In these new parts, 
the Winter Fairy materials incorporating rhythmic motive of one (1) eighth note and two 
(2) sixteenth notes and intervallic motive in a zigzagging stepwise motion occur in 
succession. 
The next movement “Grasshoppers and Dragonflies” (op. 97, no. 5) is parallel to 
the ballet scene with the same title (act 1, scene 14) in line with the previous four 
movements of Seasons’ Fairies.  Prokofiev did not impart other supplemental materials to 
this movement.  Instead, the movement in the piano transcription is shifted behind the 
movements of all Four Seasons’ Fairies, whereas the corresponding ballet scene is 
positioned between “Variation of the Summer Fairy” and “Variation of the Autumn 
Fairy.”  
The arrangement of the “Grasshoppers and Dragonflies” movement in the ballet 
may be characterized largely by thematic affinity.  In examining the association of 
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thematic materials with the Spring Fairy and Summer Fairy’s themes, the middle section 
in mm. 17–38 of the ballet scene (or the piano transcription) of “Grasshoppers 
Dragonflies” consists of the materials from the forepart of Summer Fairy’s theme and the 
short bridge at mm. 14–15 of the music from the middle of  “Summer Fairy.”  Although 
the thematic materials are manipulated differently in terms of their tempo, articulation, 
and accompaniment for the music “Grasshoppers and Dragonflies,” the triplet rhythmic 
feature and intervallic motive are maintained in the music.  In addition to the “Summer 
Fairy,” the music “Grasshoppers and Dragonflies” displays its unmistakable correlation 
with “Spring Fairy” (op. 97, no. 1), owing to their respective thematic characteristics 
based on the descending arpeggio figure and dotted rhythm. 		
Second Half of Ten Pieces from Cinderella, Op. 97 
As detailed above, the first five movements of op. 97 largely function as various 
attractions showing a certain character’s dance or characters’ dances, rather than narrative 
events, and the following five movements also share this feature in common as some 
pieces were originally titled with the character’s name.  However, Prokofiev replaced 
their titles with instrumental forms for the transcriptions as he did the same to the first 
movement of op. 95 “Pavane.”  This is one of the major characteristics of the second half 
of op. 97 that differs from the first half of op. 97. 
In addition, there are no organizational changes in the five movements of the 
second half that Prokofiev implemented during his transcribing process from the ballet to 
his piano transcriptions.  Unlike the fourth movement, “Winter Fairy,” Prokofiev did not 
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incorporate other materials and mix them together.  Based on these organizational 
structures, the question becomes how Prokofiev selected the ballet scenes for op. 97, as 
well as how he composed and presented op. 97 as a set of character piece with the 
selections without implementing such organizational changes. 
The sixth movement of “Orientalia” (op. 97, no. 6) corresponds to the ballet scene 
with the same title (act 3, scene. 43), highlighting the eastern characters in the ballet.  
Although “Orientalia” is not a name of any of the characters featuring in the ballet, it 
presents an exotic characteristic in conjunction with the ballet scene “Temptation” (act 3, 
scene 41).  Both of these ballet scenes occur when the Prince travels around the world to 
find Cinderella in act 3.  These scenes essentially serve as attractions of act 3 similar to 
the four (4) seasons’ fairies from act 3 and some characters’ court dances from act 2.  
Here, it is to be noted that Prokofiev, for his Third Orchestral Suite from Cinderella, 
recreated both movements as “Orientalia” (op. 109, no. 5) and “Temptation” (op. 109, no. 
4), while he included only one movement “Orientalia” for the piano transcription set in 
op. 97. 
The seventh movement, no. 7 “Passepied,” is organizationally parallel to the 
ballet scene with the same title (act 2, scene 21) in its entirety, while at the same time 
exhibiting unmistakable characteristics of neoclassicism along with “Capriccio” (op. 97, 
no. 8) and “Bourrée” (op. 97, no. 9).  These three movements illustrate, by way of their 
respective titles, each of the defining instrumental forms associated with neoclassical 
characteristics of the twentieth century.  The word ‘passepied’ means ‘passing feet’ in 
French and refers to one of the types of French court dances and one of the instrumental 
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forms of the Baroque era.  Composers from the Baroque era, such as Couperin and Bach, 
as well as Prokofiev and Debussy from the twentieth century, wrote keyboard and piano 
music, readily adapting this style of the instrumental form.  As Prokofiev did for other 
movements in op. 95, this movement employs the passepied rhythmic characteristics, 
such as a simple triple meter that often involves an upbeat in a phrase.60  This subject will 
be examined more closely in the following chapter on Form.   
The title “Capriccio,” used for the eighth movement (op. 97, no. 8) is often 
interpreted as a short piece characterized by its humorousness, wittiness, and 
fancifulness. 61  Many of Romantic era’s composers including Brahms and Mendelssohn 
used this title for their fast piano piece, and it is likely that Prokofiev used this title for the 
movement “Capriccio” in order to convey these features.  While the corresponding ballet 
scene “Dumpy’s Variation” (act 2, scene 24) remains unchanged in terms of its 
organization within the movement, Prokofiev replaced the title with the instrumental 
form of capriccio.  Although Prokofiev composed each scene number of the two 
Stepsisters’ dances—“Skinny’s Variation” (act 2, scene 23) and “Dumpy’s Variation” 
(act 2, scene 24)— for the ballet, he consciously used only the music of Dumpy’s dance 
for the piano transcription set. 
The ninth movement “Bourrée” (op. 97, no. 9) is also framed and composed in a 
way that fully represents the characteristics and styles of the form.  The bourrée 																																																								
60 Meredith Little and Natalie Jenne, Dance and the Music of J.S. Bach (Bloomington: 
Indiana University Press, 1991), 83. 
 
61 Erich Schwandt, “Capriccio (i),” in Grove Music Online, accessed September 27, 2018, 
http://www.oxfordmusiconline.com.ezproxy.bu.edu/grovemusic/view/10.1093/gmo/9781561592
630.001.0001/omo-9781561592630-e-0000004867.  
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originated from a French folk dance and court dance in the seventeenth century, and it 
has been regarded as one of the defining instrumental forms for a movement of dance 
suite in the Baroque period.  Similar to “Carpriccio” (op. 97, no. 8), this movement also 
fully follows the organization within the music of the original ballet scene in its entirety, 
but it involves a transformation of a character’s dance in the court palace into one of the 
instrumental movements.  Here, Prokofiev removed the title, “The Courtier’s Dance,” of 
the ballet scene (act 2, scene 22) for the piano transcription in pursuing to reconstruct the 
scene as an instrumental suite, rather than as a collection of the ballet characters.   
Further, the title “Adagio” of the last movement of the set (op. 97, no. 10) refers 
to the music tempo meaning slowly or leisurely.  With the adagio tempo, the slow 
movement boasts the beauty of Prokofiev’s lyricism among other fast movements in the 
same set.  Interestingly, the title “Adagio” is not merely a tempo indication in the view of 
classical ballet, as it is referred as a part of pas de deux.62 According to the traditional 
sequence of pas de deux, the ‘adagio’ is a part where ballerina and danseur dance a duet 
after an ‘entrée.’  The descriptive title of the corresponding ballet scene “Duet of the 
Prince and Cinderella” (act 2, scene 36) explains the pas de deux feature of the scene, 
whereas the title of the transcription “Adagio” highlights the sole movement in a slow 
tempo in the same set.   																																																								
62 The pas de deux indicates a dance for two or duet.  The pas de deux in the classical 
ballet follows a traditional pattern: an entrée, an adagio for the ballerina and her cavalier, a 
variation for the male dancer, a variation for the female dancer, and a final coda which reunites 
the partners. 
Debra Craine and Judith Mackrell, “pas de deux,” in The Oxford Dictionary of Dance, 
2nd ed. (Oxford: Oxford University Press, 2010), accessed March 8, 2019, 
http://www.oxfordreference.com.ezproxy.bu.edu/view/10.1093/acref/9780199563449.001.0001/a
cref-9780199563449-e-1814. 
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Much like the three previous movements “Passepied,” “Capriccio,” and 
“Bourrée,” the corresponding ballet scene of the “Adagio” also is characters’ dance in the 
court in the second act.  Prokofiev preserved the organization within the music of the 
corresponding ballet scene for the transcription, but he discarded the descriptive title of 
corresponding ballet “Duet of the Prince and Cinderella” and renamed it with the tempo 
indication “Adagio” as a title of the piano transcription as he did with the previous 
movements.  
 
Six Pieces from Cinderella, Op. 102  
The pieces from op. 102 differ in many aspects from the first two transcriptions 
sets in op. 95 and op. 97: their descriptive titles, profound ambiance, and lengthier scale 
of each movement.  As such, through the movements in op. 102, Prokofiev utilizes more 
varied organizational schemes for the piano transcriptions.   
 As discussed in detail in the preceding sections, the movements of op. 95 and op. 
97 are generally named after instrumental dance forms, such as the “Gavotte” or the 
“Bourrée”, or after the characters featuring in the ballet, such as Four Seasons’ Fairies.  
On the contrary, each movement of op. 102 focuses primarily on certain events or 
circumstances of the ballet story, as seen in “Waltz: Cinderella Goes to the Ball” (op. 
102, no. 4) and “Quarrel” (op. 102, no. 3).  Additionally, the movements from op. 95 and 
op. 97 are generally lighthearted music framed in dance forms or cheerful music about 
fairy tales.  Prokofiev used, however, far more sinister and profound tunes and 
harmony—with the exception of the Stepsisters piece where he used much more 
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lighthearted music—for op. 102.  
The first movement of op. 102, “Waltz: Cinderella and the Prince,” corresponds 
to the ballet scene “Grand Waltz” (act 2, scene 30), and these are nearly identical to each 
other in terms of their respective sequential structures, with one notable exception: 
Prokofiev’s introduction for the piano transcription.  Although the original ballet score 
also includes an introduction in waltz style for eight (8) measures preceding the main 
waltz melody, Prokofiev specifically created a separate introduction for the piano 
transcription only (in mm. 1–8) prior to the introduction derived from the ballet score (in 
mm. 9–16).  This introduction presents entirely new materials that are independent of the 
ballet music.  By way of background, this decision by Prokofiev represents one of the 
composing methods where a composer creates new parts or sections for an independent 
piano transcription that do not exist in the original ballet score.  By deciding to employ 
this composing style, Prokofiev likely sought to utilize the new section as a vehicle for 
introducing op. 102, the subject of this discussion section.  
The second movement of op.102, “Cinderella’s Dance,” is the only movement 
within the op. 102 set where Prokofiev made a conscious choice to maintain most of the 
original transcription materials, except a slight change in its title—which he renamed 
from the original “Cinderella’s Variation” of the corresponding ballet scene (act 2, scene 
32).  In the classical ballet, the ‘variation’ refers to the dance of each soloist—ballerina 
and danseur—that precedes their duet dance pas de duex.  By slightly altering op. 102’s 
title, it is likely that Prokofiev sought to avoid confusion with the musical form ‘theme 
and variation’ and clarify that the music is associated with Cinderella’s solo dance. 
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One of the most complicated arrangements in his Cinderella transcriptions, the 
third movement “Quarrel” of op. 102, consists of the music from four (4) scenes: “Shawl 
Dance (Pas de Châle)” (act 1, scene 2); “Father” (act 1, scene 4); “The Morning After the 
Ball” (act 3, scene 46); and “The Prince’s Visit” (act 3, scene 47).63    As seen from the 
titles of each scene, various character materials such as Cinderella, the Prince, the 
Stepsisters, and the Father are extracted to describe their quarrels into a single movement.  
Additionally, the music from these four (4) scenes are juxtaposed with a number of 
modifications in accordance with the form that Prokofiev composed.  This re-created 
sequential designation of the piano transcription stands in parallel to the movement of 
Orchestral Suite No. 1 from Cinderella, with the same title (op. 107, no. 3).  Here, how 
Prokofiev again recycled this arrangement for the orchestral piece is demonstrative of the 
fact that Prokofiev carefully planned the transcription, “Quarrel,” to include the 
characters’ quarrels in a single movement. 
The introduction of the movement is derived from the ballet scene “The Prince’s 
Visit” (act 3, scene 47).  The first four (4) measures with the meter 4/4 of the ballet scene 
are dispersed through the beginning of the piano transcription movement for eight (8) 
measures with the meter 2/4.  Further, the ballet scenes “Shawl Dance (Pas de Châle)” 																																																								
63 According to a dissertation on Prokofiev’s piano transcriptions by Di Zhu, the 
movement “Quarrel” is considered to have incorporated the five (5) scenes: “Shawl Dance (Pas 
de Châle)” (act 1, scene 2); “Father” (act 1, scene 4); “The Dancing Lesson” (act 1, scene 7); 
“The Morning After the Ball” (act 3, scene 46); and “The Prince’s Visit” (act 3, scene 47) on the 
grounds that the introduction of the movement is derived from the ballet scene “The Dancing 
Lesson.”  However, it must be noted that the introduction materials also occur in the ballet “The 
Prince’s Visit” in mm. 171–174, and which is closer to the piano transcription in terms of 
polychord features.  For more details, refer to the chapter on Harmony. 
 Di Zhu, “Prokofiev's Piano Transcriptions: A Comparative Study of His Transcribing 
Techniques” (DMA diss., University of Cincinnati, 2006), 51. 
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(act 1, scene 2) and “The Morning After the Ball” (act 3, scene 46) collectively 
incorporate the same subject with a rhythmic pattern of one (1) eighth note and two (2) 
sixteenth notes in a stepwise motion, which represents the main theme of A and A' 
sections of the piano transcription.  See Examples 3.2.1 and 3.2.2.  What is more, each 
ballet scene is split again into the two parts in a section, and they are connected with the 
bridges.  Here, the bridges are also derived from mm. 5–12 of the ballet scene “The 
Prince’s Visit” (act 3, scene 47) in addition to the introduction.  This bridge of eight (8) 
measures appears four (4) times as transposed to match the keys in a movement.  In 
addition, as a middle section, the music of the ballet scene “Father” (act 1, scene 4) is 
positioned between the two main sections about the Stepsisters’ quarrels.  This 
complicated organization is significant because it shows that Prokofiev recomposed the 
section entirely, utilizing the extracted materials from the four (4) scenes as an 
introduction, subject matter, or bridge.  Moreover, Prokofiev composed an additional four 
(4) measures to conclude this intricate arrangement. 
 
 
Example 3.2.1. A part of mm. 39–43 from “Shawl Dance” (act 1, scene 2) of 
Cinderella, op. 87 	
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Example 3.2.2.  A part of mm. 136–140 from “The Morning After the Ball” (act 3, 
scene 46) of Cinderella, op. 87 
 
The next movement in the form of “Waltz: Cinderella Goes to the Ball” (op. 102, 
no. 4) is the one of the most ominous sections of the set.  This piano transcription 
corresponds exactly to the ballet scene of the same title (act 1, scene 19), and the main 
tune also appears in the ballet scene “Waltz-Coda” (act 3, scene 49) and in the movement 
“Cinderella’s Waltz” of Orchestral Suite No. 1 (op. 107, no. 7).  With respect to the titles 
of these movements, two pronounced characteristics come to the fore.  The music is in 
waltz form, which is used in the ballet for the scenes when Cinderella goes to the ball.  
Instead of adapting other materials to the movement, Prokofiev opted to impart specific 
pianistic textural modifications onto the music throughout its progression, the subject of 
which will be examined further in the chapter on Textural Modification that follows.  In 
terms of the arrangement of the movements, it is notable that Prokofiev tacked the note 
A-flat onto the G major end of the piece in order to effectuate a harmonic connection 
with the next movement “Pas de Châle” in A-flat major. 
The fifth movement, “Pas de Châle,” of op. 102 is one in which Prokofiev 
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preserved this French ballet terminology, exploiting a prefix ‘pas de’64 to the shawl. The 
title exemplifies the two Stepsisters’ dance with shawls in the ballet scene with the same 
title (act 1, scene 2).  Similar in structural composition to “Quarrel” (op. 102, no. 2), the 
movement “Pas de Châle” is also a mixture of several scenes from the ballet, and it is 
equally challenging to recognize the intricate composition of its organization.  Not only 
does this movement incorporate the identically titled ballet scene (act 1, scene. 2), but it 
also integrates the two other scenes: “Morning After the Ball” (act 3, scene 46) and “Duet 
of the Sisters with the Oranges” (act 2, scene 35).  All three scenes used for the piano 
transcription represent the two Stepsisters’ dances in each act.  Furthermore, this 
recreated organization of the movement “Pas de Châle” is recycled for his First 
Orchestral Suite from Cinderella (op. 107, no. 2). 
Because all three ballet scenes differ in meter, key, tempo, orchestration, and 
texture, Prokofiev juxtaposed them into one single movement of his piano transcription 
set with a number of carefully construed strategies, namely through his deployment of 
partial transpositions, gradual tempo increases, and rhythmic variations.  For instance, the 
music of the ballet scene with the same title “Shawl Dance” is positioned as the first 
among the three scenes.  Subsequently, his introduction of four-beat simple meter is 
modified with pianistic embellishments over its bass.  Additionally, some parts are 
shortened for the piano transcription, while keeping the melodic contour of the 																																																								
64 As a ballet terminology, pas du chat literally means ‘step of cat’ referring to a jumping 
motion mimicking the movement of a cat. 
Debra Craine and Judith Mackrell, “pas de deux,” in The Oxford Dictionary of Dance, 
2nd ed. (Oxford: Oxford University Press, 2010), accessed March 8, 2019, 
http://www.oxfordreference.com.ezproxy.bu.edu/view/10.1093/acref/9780199563449.001.0001/a
cref-9780199563449-e-1813. 
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Stepsisters’ theme is similar to each other.   
The ballet scene of “The Morning After the Ball” (act 3, scene 46) follows next.  
The key of the ballet music, D major, is transposed a whole tone above to E major for the 
piano transcription.  This part functions as a middle section of the whole movement 
between the two A sections of A-flat major.  It seamlessly modulates with a common 
tone, the note G-sharp, because G-sharp—the third of E major—is equivalent to the note 
A-flat, a tonic of A-flat major.   
Lastly, the ballet scene of “Duet of the Sisters with the Oranges” (act 2, scene 35) 
is positioned as an A' section in the movement.  The theme of “Duet of the Sister with the 
Oranges” is compatible with that of “Shawl Dance” (act 1, scene 2) used for the A 
section because both themes feature the same melodic contour in the same key A-flat 
major.  However, it is more proper to conclude that the A' section comes from “Duet of 
the Sisters with the Oranges,” not from “Shawl Dance,” on the grounds that the meter 
changes from simple quadruple to compound duple in the A' section of the transcription 
without losing the melodic unity throughout the music—the exact feature that 
characterizes the ballet scene “Duet of the Sisters with the Oranges.”  With this change in 
the meter, the pace of A' section becomes faster and more exhilarating.  Moreover, to 
support the gradual tempo changes, the orchestral piece employs the scheme of 
increasing of the number of the instruments, while the piano transcription gets thicker 
with wider texture. 
The last movement of op. 102 “Amoroso” recalls the last ballet scene (act 3, scene 
50) and the last movement of the Orchestral Suite No. 3 (op. 109, no. 8), both having the 
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same title.  The ballet scene and the orchestral suite are identical, which also corresponds 
to the piano transcription from m. 33.  The piano transcription includes the two parts in 
the beginning of the movements that do not exist in the ballet scene with the same title, 
and they originate from the following ballet scenes: “Cinderella Dreams of the Ball” (act 
1, scene 9) and “Cinderella” (act 1, scene 3).  Refer to Table 3.3.19 for more details, 
including the movement’s formal design.  Not only did Prokofiev modify the end of each 
part for seamless connection between the sections, but he also altered the harmony and 
texture of the music for the piano transcription only, the subject of which is explicated 
further in the chapters on Harmony and Textural modification. 
The main theme of “Amoroso”, which represents Cinderella’s being in love, is 
already exposed throughout the ballet as one of the three main themes characterizing 
Cinderella.  This theme underscores Prokofiev’s proficient lyricism among other ominous 
and sinister tunes of the ballet, and the lyricism appears in the first ballet scene 
“Introduction” (act 1, scene 1) as a middle part in C major, as well as in the beginning of 
the ballet scene “Cinderella Dreams of the Ball” (act 1, scene 9) in A-flat major.   
For the A section of the movement, Prokofiev likely utilized the introduction of 
the ballet scene “Cinderella Dreams of the Ball.”  Their respective composition supports 
this observation: the use of A-flat major, its static choral texture, and how the bridge 
appears after the theme to connect to the next section.  In addition, the corresponding 
ballet scene also incorporates the part in the beginning as an introduction, and Prokofiev 
applied this approach for the piano transcription as he also located this part in the front 
part.  Additionally, Prokofiev modified the end of the part for mm. 10–13 from the 
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original ballet by using the note G-sharp, equivalent of A-flat, as the first onset of the E 
major arpeggio and as the short bridge integrating the two short sequences of E major and 
C major.  This tactic has the effect of seamlessly converting it into the B section of 
another Cinderella theme in C major as shown in Example 3.2.3.  Here, the ways by 
which he modulates it to the next Cinderella theme are yet further examples that illustrate 
his ingenuity, as also seen by Prokofiev’s choice of Cinderella’ theme in A-flat major that 
is naturally succeeded from the previous movement “Pas du Châle” (op. 102, no. 5) of A-
flat major. 
 
Example 3.2.3. mm. 9–12 from “Amoroso” (op. 102, no. 6) 
 
In addition, Prokofiev employed another Cinderella theme for the B section in 
mm. 13–40 before the main theme of “Amoroso,” which appears in the ballet scene 
“Cinderella” (act 1, scene 3).  This theme also appears in the ballet scene of “Cinderella 
Dreams of the Ball,” (act 1, scene 9) where the theme is stated in E major in a brief span 
at the end of the scene as a bridge to the next ballet scene.  However, the C major tonality 
and the texture of the piano transcription evidently support the argument that the B 
section is derived from the ballet scene “Cinderella.”  Further, the end of the part is also 
modified in the same manner with the A section as the piano transcription being 
interrupted at m. 29 by skipping to the end of the corresponding ballet scene and creating 
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the bridge in the style of stretto based on the theme as displayed in Examples 3.2.4 and 
3.2.5. 
 
 
Example 3.2.4. mm. 26–33 from “Amoroso” (op. 102, no. 6) 
 
 
 
Example 3.2.5. mm. 78–82 from “Cinderella” (act 1, scene 3) of Cinderella, op. 87 
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Here, an interesting parallel develops: the introduction of “Amoroso” corresponds 
exactly to the first twenty-four (24) measures of the first movement “Cinderella’s 
Dreams” (op. 108, no. 1) in the Orchestral Suite no. 2 which includes both Cinderella’s 
themes and the bridge. 			
Conclusion 
In the Cinderella ballet, diverse dance forms are incorporated throughout the 
ballet as a divertissement aside from the main dance forms that often comprise the 
general features of the classical ballet genre.  This composition structure is a reasonable 
one considering Cinderella’s story mainly unfolds against the backdrop of the royal court 
palace, which tends to invite the inclusion of various dance forms to the ballet.  In 
particular, as highlighted above, the ballet Cinderella embodies several Baroque dance 
forms extrinsic to the ballet and exhibits a strong neoclassical tendency.  Thus, due to 
these features, Prokofiev’s piano transcription set op. 95 has the appearance of the 
Baroque dance suite.  
In addition, as the ballet Cinderella is based on the fairy tale by Charles Perrault, 
it also includes a wide range of lively characters, such as the Stepsisters and the Four 
Season’s Fairies, in addition to the main characters of the Cinderella and the Prince.  
Because of this thematic characteristic, the movements that incorporate a character’s 
dance also serve as part of the character piece.   
 As a result, a detailed comparison of the organization between the ballet and the 
piano transcriptions can reveal which ballet scenes are relevant to each movement, as 
		
62 
well as which scenes represent other distinct characteristics discussed above.  Finally, 
examining the ways by which Prokofiev selected the themes and arranged them across or 
within the movements can also provide an invaluable guideline for performers studying 
the piece that would otherwise not be available. 
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3. Form: Novelty Standing on Neoclassicism 	 In the realm of formal design, the ballet Cinderella stands out with a particularly 
intriguing characteristic: the whole body of transcriptions adapted from the ballet whose 
titles are named in relation to their respective ballet scenes.  As the example of “The 
Quarrel” (op. 102, no. 3)65 demonstrates, when the transcription is modified organically, 
its title closely follows the composer’s descriptions of the ballet scene in question.  What 
is more, it is significant to note that many of the piano transcriptions’ titles indicate the 
instrumental form, which, in turn, originates from the corresponding ballet scene.  The 
majority of Cinderella’s titles that represent such an instrumental form bears a close 
resemblance to the Baroque period’s dance forms, and this defining formal features 
unambiguously reflects the neoclassical style that Prokofiev pursued throughout his 
music.  Here, because Prokofiev carefully integrates a wide array of diverse dance forms 
in the ballet Cinderella, those that have been selected for the piano transcriptions can 
readily be adapted as a dance suite as part of the piano solo repertoire. 
While Prokofiev adopts the Classical and Baroque forms and their customs, he 
also cleverly leverages the various formal modifications that deviant from the 
conventional music form.  This major decision by Prokofiev concerning his formal 
design may have been a natural byproduct of conjoining several ballet scenes or utilizing 
many of the peculiar harmonic plans that largely characterized the twentieth century’s 
																																																								
65 The piano transcription of “The Quarrel” (op. 102, no. 3) consists of the five ballet 
scenes – “Shawl Dance” (act 1, no. 2); “The Morning After the Ball” (act 3, no. 46); “The Father” 
(act 1, no. 4); “The Dancing Lesson” (act 1, no. 7); and “The Prince’s Visit” (act 3, no. 47) – that 
have been organically modified to serve as a single movement, depicting the quarrels between the 
characters in the ballet story. 
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music form trend.  In light of these developments, this chapter seeks to investigate how 
the dance forms’ features are applied to the movement in line with the instrumental form, 
as well as how Prokofiev, as a composer, represents a variety of innovative formatting 
changes from the typically expected norms of the form.  Moreover, it examines 
Prokofiev’s routine formal plans in his Cinderella piano transcriptions. 
 
Three Pieces from the Ballet Cinderella, Op. 95 
The titles of each of the three pieces from the set op. 95 are significant because 
they imply and utilize the dance forms for each movement.  Specifically, the first two 
pieces, “Pavane” and “Gavotte,” refer to the movements of a Baroque dance suite, while 
the last movement “Slow Waltz” serves as one of the three waltzes embodying the love 
between Cinderella and Prince in the ballet Cinderella.66 
The first movement, “Pavane” (op. 95, no. 1), opens the piano transcription set 
op. 95, and it consists of slow quadruple meter in line with the seventeenth century’s 
pavane French suite style.67  A pavane may appear as the first movement of French suite, 
like an allemande.68  In the ballet, the corresponding scene also opens the second act, 
portraying the corresponding courtly group dance.  Here, it is important to note that while 
Prokofiev borrows the style of the instrumental form and the dance form’s formal 																																																								
66 Simon A. Morrison, The People’s Artist: Prokofiev’s Soviet Years (Oxford: Oxford 
University Press, 2009), 268. 
 
67 Alan Brown, “Pavan.” in Grove Music Online, accessed April 23, 2018, 
http://www.oxfordmusiconline.com.ezproxy.bu.edu/grovemusic/view/10.1093/gmo/9781561592
630.001.0001/omo-9781561592630-e-0000021120?rskey=AfGJli&result=3. 
 
68 Bruce Gustafson, “France,” Keyboard Music before 1700, ed. Alexander Silbiger (New 
York: Schirmer Books, 1995), 130. 
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custom, he does not follow the typical pavane formal structure that incorporates several 
strains with repeats, such as AABB.  Instead, Prokofiev composes the ballet scene and 
the transcription in ternary plan, with the transcription repeating the A section with 
harmonic and textural modifications. 
The A section is in B-flat major for its entire duration, but the middle section (B) 
incorporates sequences with frequent modulations.  The middle section moves through 
the short transition in mm. 34–40 to the returned A section.  In turn, the returned A 
section begins in E-flat major, the subdominant (IV) key of the home key, which serves 
as Prokofiev’s defining tonal design for the returned A section frequently found in other 
movements such as “Summer Fairy” (op. 97, no. 2) and “Adagio” (op. 97, no. 10).  For 
more details, refer to Table 3.3.1. 
 
 
Table 3.3.1. Formal design of “Pavane” (op. 95, no. 1) 
 
 
Section Bar Key Tempo 
A 
A mm. 1–8 B-flat major (I) Andante grazioso 
A' mm 9–16 B-flat major (I)  
B mm. 17–34 B-flat major – C major –  A-flat major – B major   
Transition mm. 34–40  poco più tranquillo 
A' mm. 41–48 E-flat major (IV) – (I) Tempo I 
Coda mm. 49–56 B-flat major (I)  
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The second movement, “Gavotte” (op. 95, no. 2), similarly follows the style of 
Baroque gavotte much like the first movement “Pavane.”  The formal structure, however, 
follows the ternary plan that includes an introduction and coda (characterized by the 
structure of Introduction + ABA + coda).  It, interestingly, does not correspond to binary 
form, which is the traditional form of gavotte in a suite from the seventeenth century.  
This application of the ternary plan stands out because it defies the typical musical formal 
expectation.  
Specifically, the A and B sections are structured as small ternary forms as shown 
in Table 3.3.2.  In the return, however, the A section is only partially restated.  As a 
result, the coda features as the middle part (b) of the A section from which the materials 
are borrowed.  The coda is necessary to balance out the ending because a straightforward 
repeat of the entire A section would likely add no additional weight to the final cadence 
and therefore render the ending rather unsatisfying. 
In addition, the movement “Gavotte” modulates to D major (I) from D minor—
the movement between parallel keys—instead of other adjacent keys such as dominant 
and relative minor keys.  In fact, Prokofiev’s usage of modal mixture works to 
harmonically abate the boundaries between D minor (i) and D major (I) in music, 
whereas the tonal center is immovable for the duration of the entire piece.  
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Section Bar Key 
Introduction mm. 1–6 D minor (i) 
A 
a mm. 6–14 D minor (i) 
b mm. 14–30 D minor (i) 
a mm. 30–38 D minor (i)  
B 
c mm. 38–56 D major (I) 
d mm. 56–65 D major (I) 
c mm. 66–76 D major (I) 
A' a mm. 76–84 D minor (i) 
Coda 
(borrowed from b) mm. 84–94 
D minor (i) 
Ending with D major (I) 
 
Table 3.3.2. Formal design of “Gavotte” (op. 95, no. 2) 
 
 
The last movement of the set op. 95, “Slow Waltz,” is not named after a Baroque 
dance form.  The waltz is widely regarded as the most important dance form of the 
Classical era.  Over the course of the ballet Cinderella, Prokofiev deliberately 
incorporates the three waltzes into the following scenes: “Cinderella Goes to the Ball” 
(act I, scene 19); “Grand Waltz” (act 2, scene 30); and “Slow Waltz” (act 3, scene 49), 
with all of the three waltzes symbolizing the love between Cinderella and the Prince.  The 
last waltz of the ballet, “Slow Waltz” (act 3, scene 49), is composed in rondo form.  Since 
the piano transcription does not contain any structural modifications, its formal design 
remains the same as the ballet scene. 
On the other hand, the refrain appears a total of three (3) times with two (2) 
episodes among them, and each refrain (A) section is texturally modified or stated in a 
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different key.  For instance, the second refrain’s theme beginning from m. 25 is 
performed in a higher register than that of the first refrain, which reflects a change in the 
instrument playing the themes.  Furthermore, the texture of the second theme becomes 
thicker than that of the first refrain with more non-chord tones.  Meanwhile, the last 
refrain is stated in mediant key (III), rather than in home key.  In other pieces, such as 
“Adagio” (op. 97, no. 10) or “Pavane” (op. 95, no. 1) in the ballet Cinderella or other 
pieces from the ballet Romeo and Juliet, Prokofiev often sets the returned A section in the 
subdominant key (IV).  Although F major is not the subdominant key of the “Slow 
Waltz,” the movement bears a close resemblance to other lyrical pieces epitomizing the 
love between the two protagonists, including “Adagio” (op. 97, no. 10) of Cinderella or 
“Romeo and Juliet before Parting” (op. 75, no. 10) from Romeo and Juliet wherein the 
returned A section is performed in F major (IV), not the home key, C major.  
 
Section Bar Key Tempo 
A mm. 1–14 D-flat major (I) Adagio 
B mm. 15–25 D-flat major (I) poco più animato 
A mm. 25–36 D-flat major (I) Tempo I 
C mm. 37–51 D-flat major (I)  – C major (VII) – D-flat major (I) assai più mosso 
Trans. mm. 52–69 D-flat major (I) poco più animato 
A mm. 69–78 F major (III) – (I) meno mosso (più animato che l’adagio I) 
Coda mm. 79–93 D-flat major (I) Adagio I 
 
Table 3.3.3. Formal design of “Slow Waltz” (op. 95, no. 3) 
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Contrary to what one might typically expect, the two episodes are in the same key 
of the refrain.  Interestingly, there are few modulations in the piece “Slow Waltz.”  
Modulation occurs briefly in the middle of the second episode and in the beginning of the 
last refrain.  Additionally, the peculiar rhythmic motive featuring a dotted sixteenth note 
and a thirty-second note in the left-hand part connects the two episodes in the movement.  
The rhythmic feature shown in the beginning of the first episode (B) is prevalent 
throughout the second episode (C).  The dotted rhythmic motive further consists of each 
arpeggiated open-position triad, having a pedal tone with a dotted note, which operates to 
interconnect the episodes.  See Examples 3.3.1 and 3.3.2 depicting this observation:    
 
Example 3.3.1. m. 15 from “Slow Waltz” (op. 95, no. 3) 
 
 
Example 3.3.2. mm. 37–39 from “Slow Waltz” (op. 95, no. 3) 
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Upon closely examining the forms and their interrelatedness with the titles, one 
can discover that the three pieces of the set op. 95 are in ternary and rondo forms, which 
noticeably depart from the traditional norm of the instrumental form of the seventeenth 
century.  As such, one can reasonably reach a conclusion that the titles with such 
instrumental forms are indicative of the dance styles, rather than of the entire movement’s 
formal plan.  Further, the tonality in each movement shows its reluctant modulation 
tendency in spite of the fact that it provisionally escapes in the beginning of the returned 
A section.  Instead, Prokofiev’s unusual and interesting harmony compensates for the 
lack for modulation as he produces indistinct tonality by means of his prevalent uses of 
borrowed chords regardless of the existence of an indisputable tonal center. 
 
Ten Pieces from the Ballet Cinderella, Op. 97 
While all three pieces of op. 95 adopt the neoclassical dance styles, the ten (10) 
movements of op. 97 include some such movements that are indicative of the Baroque 
era’s instrumental form, including bourrée, and capriccio, as well as other movements 
designated as character pieces as the dances of Four Fairies.  This chapter, through 
analyzing the piano transcriptions of the set op. 97 consisting of the fairies’ dances and 
the ball guests, closely examines Prokofiev’s demonstrated habitual composition 
schemes, including the curtailed return and the subdivision of a section into ternary by 
way of dance music.   
The first movement, “Spring Fairy” (op. 97, no. 1), features a rondo form, that 
consists of four (4) refrains and three (3) distinct episodes (ABACADA).  See Example 
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3.3.4 illustrating this formal arrangement.  Of particular interest is that not only are all 
four (4) refrains entirely in E major key (I), but all three (3) episodes are also in the same 
key, C major (VI).  Instead of using different keys, Prokofiev pursues a variety of 
episodes via diverse motivic ideas and harmonic progression.  For example, Prokofiev 
incorporates polytonal features in the second episode, and he temporarily transforms the 
rhythmic motive in the third episode as the meter 6/8 of refrain is changed to 2/4 for mm. 
42–59. 
 
Section Bar Key Meter 
A mm. 1–8 E major (I) 6/8 
B mm. 9–20 C major (♭VI) 6/8 
A mm. 21–27 E major (I) 6/8 
C mm. 27–37 C major (♭VI) polytonality 6/8 
A mm. 37–41 E major (I) 6/8 
D mm. 42–59 C major (♭VI) 2/4 
A (Coda) mm. 60–65 E major (I) 6/8 
 
Table 3.3.4. Formal design of “Spring Fairy” (op. 97, no. 1) 
 
Distinguishable from the first movement, the second movement “Summer Fairy” 
(op. 97, no. 2) is composed in ternary form (ABA).  As demonstrated in Table 3.3.5, this 
short piece of only twenty-three (23) measures also encompasses eccentric tonal plans, 
such as the application of modality in tonal music for the middle section and the 
application of subdominant key (IV) for the returned A section.  In addition, the returned 
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A section appears as a curtailed form, which is corresponding to mm. 5–9 of A section.  
These three features—the use of modality, the fondness of subdominant recapitulation, 
and the appearance of the abbreviated main section in turn—can be located with 
regularity in other movements of Prokofiev’s Cinderella transcription.  
 
Section Bar Key 
A mm. 1–9 C major 
B mm. 10–19 C Lydian mode 
A mm. 20–23 F major (IV) Ending with C major (I) 
 
Table 3.3.5. Formal design of “Summer Fairy” (op. 97, no. 2) 
 
 
 The third movement, “Autumn Fairy” (op. 97, no. 3), features typical binary form 
including coda (ABAB + coda) as shown in Table 3.3.6.  The tonality is elusive because 
the senses of mode and chromatic are incorporated at the same time in a single piece, the 
subject of which is discussed at length in the chapter on Harmony.  Instead, the 
movement’s thematic materials operate to clarify the boundaries of the sections.  In 
particular, Prokofiev suddenly alters the key signature to A major from one of the E-flat 
majors at m. 59 for the coda section.  The B-flat dominant seventh chord, V7 of the home 
key, foreshadows the ending of the movement with the E dominant seventh chord (V7 of 
A major).  Here, Prokofiev’s peculiar scheme for a coda emerge: A sudden change of 
tonality and open cadence employing a dominant quality chord at the very end, which he 
also deploys in other movements in the same set, such as “Grasshoppers and Dragonflies” 
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(op. 97, no. 5) and “Capriccio” (op. 97, no. 8).   
 
Section Bar Key 
A mm. 1–15 E-flat major (I) 
B mm. 15–33 E-flat major (I) 
A mm. 34–48 E-flat major (I) 
B mm. 48–58 E-flat major (I) 
Coda mm. 59–63 A major  Ending with V7 with minor ninth 
 
Table 3.3.6. Formal design of “Autumn Fairy” (op. 97, no. 3) 
 
The fourth movement, “Winter Fairy” (op. 97, no. 4), has a double variation form 
feature, incorporating two different sections along with a codetta (ABABA + codetta).  
Refer to Table 3.3.7.  In this movement, the part featuring the theme of “Winter Fairy” is 
positioned as A section in keeping with its title, and the subsequent part that displays the 
theme of “Fairy Godmother” is presented as B section.  As discussed in detail in the 
chapter on Organization, the two B sections containing “Fairy Godmother” are derived 
from the two different ballet scenes: “Fairy Godmother” (act 1, scene 5) and “Prince 
Finds the Cinderella” (act 3, scene 48).  It, however, is to be noted that the two parts 
should be labeled as the same (B) part due to their respective thematic materials.  The 
tonalities of both B sections are derived, in their entirety, from the original sources, but 
the rhythmic values of the first B section (derived from “Fairy Godmother”) are adjusted 
by means of augmentation in accordance with the second B sections (derived from 
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“Prince Finds the Cinderella”).  As augmenting the rhythmic value of the first B section, 
adjusting the tempo indications become critical to maintain the relative rhythmic value 
with the A section.  Consequently, Prokofiev applied an elaborate tempo instruction, 
Pochissimo più mosso, for the B section.   
 
Section Bar Key Tempo Ballet Scene 
A mm. 1–21 A-flat major (I) Moderato,  quasi Allegretto 
“Variation of Winter Fairy” 
(modified) 
B mm. 22–31 C major (III) Pochissimo  più mosso 
“The Fairy Godmother” 
(modified) 
A mm. 31–50 A-flat major (I) Tempo I “Variation of Winter Fairy”  (modified) 
Trans. mm. 51–54 B-flat major (II)  “The Prince Finds Cinderella” 
B mm. 55–64 C-flat major (♭III) 
Pochissimo  
più mosso 
“The Prince Finds 
Cinderella” 
A mm. 65–69 A-flat major (I) Tempo I “Variation of Winter Fairy” (modified) 
Codetta mm. 70–73 A-flat major (I) Meno mosso “The Prince Finds Cinderella” 
 
Table 3.3.7. Formal design of “Winter Fairy” (op. 97, no. 4) 
  
 Moreover, it is notable that the B-flat major arpeggiated passages—borrowed 
from the ballet scene “Prince Finds Cinderella” (act 3, scene 48)—used for the transition 
in mm. 55–64 between the second A and B sections is also utilized for the codetta in mm. 
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70–74.69  This recycling of transition material for the coda or codetta can also be found in 
another movement of the same set “Adagio” (op. 97, no. 10). 
 The subsequent movements, “Grasshoppers and Dragonflies” (op. 97, no. 5) and 
“Orientalia” (op. 97, no. 6), share common formal and tonal plans.  Both movements are 
composed in ternary form, and modality is incorporated into the tonal system partially or 
throughout the music, sustaining a single tonal center for a whole music as shown in the 
tables provided in Tables 3.3.8. and 3.3.9.  For instance, the fifth movement, 
“Grasshoppers and Dragonflies,” holds the tonal center throughout the music where C 
major tonality is shifted onto C Lydian mode in the middle section.  Furthermore, 
Prokofiev utilized B-flat Mixolydian mode and for the movement “Orientalia” (op. 97, 
no. 6), and the tonal center B-flat does not change until the end for the entire piece.  This 
notable practice, again, demonstrates Prokofiev’s personal attachment to the retention of 
tonal center, as well as the utilization of modes in tonal music.  See further discussion on 
the chapter on Harmony. 
 While both movements hold the same tonal center throughout the music, they 
conclude with dominant-quality chords, such as ‘Prokofiev dominant’ of C major 
(“Grasshoppers and Dragonflies” op. 97, no. 5) and the regular dominant chord (V) of the 
home key (“Orientalia” op. 97, no. 6).  This cadential scheme, the lack of closure, is 
already shown in the movement “Autumn Fairy” (op. 97, no. 3), which renders the 
movements more closely tied to the following movement.  
																																																								
69 Di Zhu, “Prokofiev's Piano Transcriptions: A Comparative Study of His Transcribing 
Techniques” (DMA diss., University of Cincinnati, 2006), 50. 
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Section Bar Key 
A mm. 1–17 C major (I) 
B mm. 17–38 C Lydian mode 
A mm. 38–53 C major (I) 
Coda mm. 54–60 C major (I) Ending with B major chord (VII) 
 
Table 3.3. 8. Formal design of “Grasshoppers and Dragonflies” (op. 97, no. 5) 
 
Section Bar Key Tempo 
A mm. 1–12 B-flat Mixolydian Andante dolce 
B mm. 13–25 B-flat Mixolydian Poco più animato 
A' mm. 26–37 B-flat Mixolydian Ending with F major (V) Tempo I 
 
Table 3.3.9. Formal design of “Orientalia” (op. 97, no. 6) 
 
 
The seventh movement, “Passepied” (op. 97, no. 7), employs the French court 
dance form passepied from the Baroque period and it is composed as a series of two 
passepieds including coda (AB + coda).  The passepied is generally regarded as a fast 
type of minuet, but it is distinguished from the minuet due to the existence of upbeat and 
unusual offbeat accent in its rhythmic character.70  The juxtaposed passepieds have the 
typical passepied rhythmic features, and they are also in ternary form.  In addition, the 
two passepieds are connected to each other in the same key (G major), as both main 																																																								
70 Meredith Little and Natalie Jenne, Dance and the Music of J. S. Bach, (Bloomington: 
Indiana University Press, 2001), 83–84.	
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sections (a) are in G major though it temporarily modulates to B-flat major (♭III) and G 
minor (i) each for middle sections (b) of two passepieds.  See Table 3.3.10. 
 The part for mm. 88–103 attached behind the two passepieds discussed above is 
borrowed from a section of the first passepied, which leads to the reasonable conclusion 
that the movement is designed as truncated ternary form (ABA').  At the same time, the 
part is modified as a repeat of the closing theme and its associated constant tonic (I) 
harmonic progression, and this formal style likely is demonstrative of the fact that the 
part is considered as a coda.  Besides, the returned section appearance omitting the front 
of the section can be located in other movements such as “Bourrée” (op. 97, no. 9) and 
“Adagio” (op. 97, no. 10), and the abbreviated A section as a coda can also be spotted in 
the first movement, “Spring Fairy” (op. 97, no. 1).  
 
Section Bar Key 
A 
a mm. 1–16 G major (I) 
b mm. 17–33 B-flat major  (♭III) 
a mm. 33–53 G major (I) 
B 
a mm. 53–67 G major (I) 
b mm. 68–76 G minor (i) 
a mm. 76–87 G major (I) 
Coda (A') mm. 88–103 G major (I) 
 
Table 3.3.10. Formal design of “Passepied” (op. 97, no. 7) 
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The eighth movement of the set op. 97, “Capriccio” (op. 97, no. 8), contains a 
variation form in which A section is repeated in a strophic style with a coda (AA'A'' + 
coda).  The instrumental form capriccio of the seventeenth century calls for rhythmic 
liberty and encourages tempo fluctuation, and this is true of the piano transcription 
“Capriccio.”71  This frequent tempo alteration and digression from the typical phrasing 
form is effective not only in exhibiting the Stepsisters’ character trait (as the transcription 
is based on “Dumpy’s Variation” (act 2, scene 24)), but also in generating a sense of 
vigor in the variation by repeating same theme.  
While all three A sections begin in D major, the third A section moves towards F-
sharp minor key (iii) for the transition.  The transition in F-sharp minor key (iii) functions 
as a parenthesis between D major (I) of capriccio and G major (IV) of coda.  The coda 
part is akin to the capriccio sections (A) in terms of their respective rhythmic motives and 
phrasing contours.  Furthermore, the tonality of the part – G major key (IV) harkens back 
to other movements having a subdominant recapitulation.  The coda of the movement, by 
extension, also integrates the peculiar formal features found in other movements—
namely a sudden key change at coda and open cadence with a dominant-quality chord—
that display Prokofiev’s unique formal strategy for the ending of each movement.  Refer 
to Table 3.3.11 for its illustration. 
 
 
																																																								
71 Erich Schwandt, “Capriccio (i),” in Grove Music Online, accessed September 27, 2018, 
http://www.oxfordmusiconline.com.ezproxy.bu.edu/grovemusic/view/10.1093/gmo/9781561592
630.001.0001/omo-9781561592630-e-0000004867. 
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Section Bar Key Tempo 
A mm. 1–20 D major (I) Allegretto capriccioso 
A' mm. 21–32 D major (I)  
A'' mm. 33–44 D major (I) – F-sharp minor (iii)  
Trans. mm. 45–52 F-sharp minor (iii) Più mosso 
Coda mm. 53–58 G major (IV) Ending with V of G major Tempo I 
 
Table 3.3.11. Formal design of “Capriccio” (op. 97, no. 8) 
 
 
As described in detail in the chapter on Organization, the title “Bourrée” (op. 97, 
no. 9) evokes the pas de Bourrée as an element of classical ballet as well as an 
instrumental form of dance suite flourished in the seventeenth century.  The dance form 
bourrée from the Baroque period is often characterized as duple meter with an upbeat 
note.72  Along with other movements, this movement also follows the style of 
instrumental form bourrée of the dance suite, incorporating its rhythmic features, 
contrapuntal techniques, and a binary form. 
Although the movement adheres closely to the conventions of bourrée, it is 
notable that the both A' and B' sections of the two-part form (ABA'B') truncates material 
from the first part.  The A' section abridges the A section’s material by passing over the 
home key’s theme and appearing with the theme on the dominant (V).  This is an 
omission of the first theme of A sections because this beginning of the A' section 
corresponds to m. 11 of the A section.  Aside from the returned A section, the returned B 																																																								
72 Meredith Little and Natalie Jenne, Dance and the Music of J. S. Bach, (Bloomington: 
Indiana University Press, 2001), 35–41.	
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section also truncates the beginning materials of first B section.  Furthermore, the 
returned B section is in the home key (I), unlike the first B section’s G minor (i), to 
function as a substantive coda in the whole movement.  Refer to Table 3.3.12.  As shown 
in the movement “Bourrée,” the formal design with the condensed form in the returned 
sections that passes over the main theme in the home key occurs in binary plan as well as 
ternary form.  As such, a close examination of the overall form reveals another signature 
composition strategy of Prokofiev — namely an abridged formal plan in returns.  
 
Section Bar Key 
A mm. 1–23 G major (I) 
B mm. 24–41 G minor (i) 
A' mm. 42–50 G major (I) Beginning with V of G major 
B' mm. 50–57 G major (I) 
 
Table 3.3.12. Formal design of “Bourrée” (op. 97, no. 9) 
 
 
The last movement of the set op. 97, “Adagio” (op. 97, no. 10), takes ternary form 
including a coda (ABA + coda) wherein tempo indications and cadences clearly separate 
each section as shown in Table 3.3.13.  Here, it is noteworthy that Prokofiev’s signature 
formal plans seen in the other movements of the same set, op. 97, also occur in this 
movement.  First, the returned A section now appears as a truncated form in F major, a 
subdominant key (IV) by omitting the theme of home key, which displays both 
Prokofiev’s affection for the subdominant key at return and his compositional scheme of 
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leveraging a truncated returned section.  This formal plan appears with regularity in the 
preceding movements of the same set, such as “Passepied” (op. 97, no. 7) and “Bourrée” 
(op. 97, no. 9).  
Second, the thematic materials utilized for the transition part reappear after the 
returned A section.  The transition for mm. 10–13 inserted in the main section (A) is 
recycled at the end, functioning as a coda behind the truncated returned A section.  In the 
“Winter Fairy” (op. 97, no. 4) movement, the transition material derived from the ballet 
scene “The Prince Finds Cinderella” (act 3, scene 48) is also utilized again for the coda 
section with modifications.  
Additionally, Prokofiev does not modulate for the middle section (B), holding the 
same tonality.  Instead, the middle section (B) departs from the main section (A) 
rhythmically as the meter 9/8 of the main section (A) changes to 6/8 for the middle 
section (B).  The “Orientalia” (op. 97, no. 6) and “Slow Waltz” (op. 95, no. 3) 
movements also integrate, for the middle section, the changes of meter and textural 
alteration rather than modulation.  Meanwhile, the C major tonality—Prokofiev’s favorite 
key—unmistakably reveals his unique compositional approach to form as described in 
the last movement, “Adagio.”  
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Section Bar Key Meter Tempo 
A 
a mm. 1–10 C major (I)  9/8 Adagio 
Trans. mm. 10–13 C major (I) 9/8  
a' mm. 13–21 F major (IV) – C major (I) 9/8  
B mm. 21–43 C major (I) 6/8 Poco più animato 
A' (a') mm. 44–51 F major (IV) – C major (I) 9/8 Tempo I 
Coda 
 (from Trans.) mm. 51–55 C major (I) 9/8  
 
Table 3.3.13. Formal design of “Adagio” (op. 97, no. 10) 
 
 
 
The compositional significance of the set op. 97 lies in the manner by which its 
form integrates a variety of structural designations.  In particular, Prokofiev utilizes 
binary, ternary, and rondo forms for the movements, while concurrently ensuring that 
each piece contains different formal designs.  The case in point is a set of the six (6) 
movements among the ten (10)—namely “Summer Fairy” (op. 97, no. 2), “Grasshoppers 
and Dragonflies” (op. 97, no. 5), “Orientalia” (op. 97, no .6), “Passepied” (op. 97, no. 7), 
“Capriccio” (op. 97, no. 8), and “Adagio” (op. 97, no. 10).  These are composed in 
ternary form, and they collectively feature various designs, including those of repeating A 
section, curtailing the returned A section, integrating a coda, subdividing an episode into 
ternary with repetition, and intertwining the thematic materials of A and B sections in 
strophic form.  The movements of op. 97, therefore, serve to demonstrate Prokofiev’s 
uncommon and astute composition technique in its diverse formal structures.  
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Six Pieces from the Ballet Cinderella, Op. 102 
As many of the movements from op. 102 are rearranged from the original ballet 
scene, the formal designs in the piano works are new and do not originate from the ballet 
scenes.  This peculiarity can be observed in the movements of op. 102, rather than the 
movements of op. 97 featuring as a character piece, because of the nature of the ballet 
scenes upon which Prokofiev drew his composition.  Prokofiev often combines multiple 
scenes into one movement of the piano work, discreetly selecting the materials based on 
the similarities and associations of characters among themes and characters to depict the 
relevant title.  To that end, this section investigates the compositional method by which 
Prokofiev generates the innovative formal structures and their related new features.  
The “Grand Waltz” (op. 102, no. 1) movement is a large-scale piece, long enough 
to be regarded as single work, performing longer than six (6) minutes in duration.  The 
music is formed in ABACA rondo plus the modified introduction and coda, but the 
episodes containing sections (B) and (C) can again be subdivided into ternary 
arrangements.  For more detail, see Table 3.3.14. 
The episodes’ refrains (A) texturally differ from one another: each texture 
becomes thicker following each repeat.  Furthermore, each episode accompanies a 
distinctive transition part for the following A section.  The subtle textual variances of 
refrains (A) are seen in the piano transcription only, not in the original ballet score, which 
may be relevant to the pianistic quality.  This subject is discussed in further detail in the 
corresponding chapter on Textural Modification. 
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Section Bar Key Tempo 
Introduction mm. 1–16 E major (I) Allegretto 
A mm. 7–49 Em (i) – Fm (♭ii) – Am (iv) Poco più animato 
B 
 
a mm. 49–65 D minor (vii) Più animato 
b mm. 65–81 C major (VI)  
a mm. 82–93 D minor (vii)  
Trans. mm. 93–101   
A 
A mm. 102–141 Em (i) – Fm (♭ii) – Am (iv) Meno mosso 
Trans. mm. 142–155   
C 
a mm. 155-171 E-flat major (♭I)  
b mm. 171–187 Em (i)– Am (iv)  
a mm. 188–202 E-flat major (♭I)  
Trans. mm. 202–217   
A mm. 218–233 E minor (i) Meno mosso della prima volta 
Coda mm. 234–277 Ending with E major (I)  
 
Table 3.3.14. Formal design of “Waltz: Cinderella and Prince” (op. 102, no. 1) 	
Prokofiev employs the rondo form for this movement (ABACA + coda), but the 
key relationship of each section deviates from the basic tonal structure of typical classical 
rondo form.  The isolated ternary form contains B and C sections wherein each section of 
ternary plan has contrasting ideas.  Regarding this compound ternary plans, Morrison 
offers, in The People’s Artist: Prokofiev’s Soviet Years, that inner episodes offer a 
modest, intimate contrast to the violent outer episodes, which, in turn, present a contrast 
between the private and the public, innocence and experience.73 
																																																								
73 Simon A. Morrison, The People’s Artist: Prokofiev’s Soviet Years, (Oxford: Oxford 
University Press, 2009), 268.  
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The second movement, “Cinderella’s Dance” (op. 102, no. 2), follows binary 
form, in A(ab)A'(abb), which does not deviate much from the traditional binary harmonic 
designation with the exception of a few eccentric features.  As the two parts are 
analogous in terms of their thematic material, the music features the balanced binary 
form.  Furthermore, each part is subdivided again into binary form, and the movement 
also contains identifiable double binary features.  While these two parts stand parallel to 
each other, they utilize the two different types of dance form, polka and waltz.  Not only 
do these two dance forms display notable stylistic variations and distinctions, but the 
presence of two different meters, 2/4 and 3/4, also clearly demarcate the different 
sections as illustrated in Table 3.3.15. 
 
Section Bar Key Meter Tempo 
A 
a mm. 1–33 G major (I) 2/4 and 3/4 Allegro grazioso 
b mm. 33–50  C major (IV) 3/4  
A' 
a mm. 50–65 G major (I) 2/4  
b mm. 66–81 G major (I) 3/4  
b mm. 82–97 G major (I) 3/4 Un poco accelerando al fine 
 
Table 3.3.15. Formal design of “Cinderella’s Dance” (op. 102, no. 2) 
 
The third movement, “Quarrel” (op. 102, no. 3), consisting of the four (4) ballet 
scenes74 is in ternary from (ABA) for a single movement.  Each ballet scene is assigned 																																																								
74 Four ballet scenes included to the movement “Quarrel” (op. 102, no. 3) follows: 
“Shawl Dance” (act 1, scene 2); “The Father” (act 1, scene 4); “The Morning After the Ball” (act 
3, scene 46); “The Prince’s Visit” (act 3, scene 47). 
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to each section with deft formal plans.  For example, the “Shawl Dance” and “The 
Morning After the Ball” ballet scenes are used for the A section and the returned A 
section as they share the common theme of the Stepsisters.  Also, the ballet scene “The 
Father” is inserted between A sections, featuring the entire B section.  
 
Section Bar Key Ballet Scene 
Introduction mm. 1–8 A minor (i) “The Prince’s Visit”  
A 
 
a mm. 9–48 A minor (i) “Shawl Dance” 
Trans. mm. 49–56 E major (V) “The Prince’s Visit” 
a mm. 56–67 C minor (iii) “Shawl Dance” 
Trans. mm. 68–75 C minor (iii) “The Prince’s Visit” 
B mm. 76–140 (Tonal center: F) “The Father” 
A' 
Trans. mm. 141–148  E-flat minor (♭v) “The Prince’s Visit” 
a mm. 148–56 A minor (i) “The Morning After the Ball” 
Trans. mm. 216–233 A minor (i) “The Prince’s Visit” 
a mm. 233–251 C minor (iii) Ending with A major “The Morning After the Ball” 
 
Table 3.3.16. Formal design of “The Quarrel” (op. 102, no. 3) 
 
Above all, the application of the “The Prince’s Visit” ballet scene stands out as the most 
interesting formal development.  In this ballet scene, two different materials are utilized 
for the introduction and the transitions linking the themes, organized in Table 3.3.16 
illustrating the movement’s formal design.  Additionally, frequent interferences of the 
material in the middle of the theme are indicative of Cinderella’s Stepsisters in the story.  
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As such, Prokofiev’s skillful application of this formal plan serves to embody the 
characters’ personality in the movement.   
The fourth movement of the set op. 102, “Waltz: Cinderella Goes to the Ball” (op. 
102, no. 4), is composed in traditional rondo form including refrains and the three 
episodes following the refrains (ABA'CA"C').  In addition to the refrain (A) section, all 
episodes are composed in waltz style.  Similar to the second movement—“Cinderella’s 
Dance” from the same set, op. 102— the keys of each section, illustrated in Table 3.3.17, 
is subdominant of the preceding section, except between the second refrain and its 
episode.  Here, the last episode (C') is comparable to the second episode (C), but not to 
the first episode (B), and the section performed in G major effortlessly leads to the ending 
in the key of parallel major, which again emerges as one of Prokofiev’s signature stylistic 
traits. 
 
Section Bar Key 
A mm. 1–36 G minor (i) 
B mm. 36–52 C minor (iv) 
A' mm. 53–68 F minor (vii) 
C mm. 69–84 D major (V) 
A" mm. 85–101 G minor (i) 
C' mm. 102–109 G major (I) 
Coda mm. 110–132 G major (I) 
 
Table 3.3.17. Formal design of “Waltz: Cinderella Goes to the Ball” (op. 102, no. 4) 
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The “Pas de Châle” (op. 102, no. 5) piano transcription is rearranged from the 
three scenes from the ballet.75  Although these three different ballet scenes are 
juxtaposed, the movement should be regarded as ternary form (ABA') or strophic form 
(AA'A") based on its thematic material’s tonal structure.  It is notable that all three ballet 
scenes utilize the same thematic material that represents Cinderella’s Stepsisters.  
However, both the first scene—“Pas de Châle” (act 1, scene 2)—and the third scene—
“Duet of the Sisters with the Oranges” (act 2, scene 35)—possess the same tonal structure 
of A-flat major, C major, and A-flat major, as well as the same formal structure inside a 
section in the form of small ternary form (aba').  On the other hand, the second ballet 
scene “Morning After the Ball” (act 3, scene 46) placed in the middle of the transcription 
is in E major, and the formal design of its interior section does not correspond to framing 
sections.  As a result, based on the comparative weight one places on tonal structure, the 
movement’s form can be described to be in ternary (ABA') as illustrated in Table 3.3.18.  
Composing delicate formal plans for a movement often requires that formal 
modification of each ballet scene become a single section of ternary form during the 
transcription process.  For example, the first main section (A) derived from the ballet 
scene “Pas de Châle” (act 1, scene 2) is not carried straightforward to the piano 
transcription.  Instead, the theme of the ballet scene repeats again at the end, forming the 
A section in ternary plan (aba' form) in the A section.  When the theme repeats, it moves 
to the bass register in the middle of the section, and it includes more non-chord tones in 
																																																								
75 Three ballet scenes used for the piano transcription “Pas de Châle”: “Shawl Dance (Pas 
de Châle)” (act 1, scene 2); “Morning After the Ball” (act 3, scene. 46); and “Duet of the Sisters 
with the Oranges” (act 2, scene 35).  
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contrapuntal texture, which is similarly occurs for the corresponding movement in the 
Second Orchestral Suite, “Pas de Châle” (op. 107, no. 2).  Here, it is interesting that the 
formal modification for the piano transcription is subsequently applied to the orchestral 
transcription with appropriate orchestration.  
 
Section Bar Key Meter Tempo  
Intro mm. 1–4 A-flat major (I) 4/4 Allegretto 
“Shawl 
Dance” A 
a mm. 4–19 A-flat major (I) 4/4  
b mm. 20–33 C major (III) 4/4 (Poco più animato) 
a' mm. 33–49  4/4  
Trans. mm. 50–57  6/8 Moderato “The 
Morning 
After the 
Ball” 
B 
(Variation 
of A) 
mm. 57–89 E major (♭VI) – 
A major (♭II) 
6/8 Poco più animato from m. 77 
A' 
a mm. 89–129 A-flat major (I) 6/8  
“Duet of the 
Sisters with 
the Oranges” 
b mm. 129–148 E major (♭VI) – C major (III) 6/8 
Poco meno 
mosso 
a mm. 148–172 A-flat major (I) 6/8 Allegro moderato 
  
Table 3.3.18. Formal design of “Pas de Châle” (op. 102, no. 5) 
 
An attempt to define the form of the set’s finale, “Amoroso” (op. 102, no. 6), may 
prove difficult due to the new parts added in the beginning for the piano transcription.  
The first thirty-three (33) bars that have been added can again be subdivided into two 
parts in accordance with their respective themes, and they serve as the formal variables 
that determine the movement’s formal plan.  The music “Moderato dolce” (A) in the first 
nine (9) measures is based on the same theme with the music “Andante” (A' and A") in 
mm. 33 –49 derived from the ballet scene with the same title “Amoroso.”   As they share 
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in common a basic melody symbolizing Cinderella’s passionate love of the Prince, 
although the materials come from different ballet scenes and they have different tempi 
and textures, the parts are labeled as A-A'-A".  Refer to Table 3.3.19.  Should the first 
added part be considered insufficient to function as a separate section equal to the main 
section, it would then be classified as binary from including two introductions 
(Introduction 1 + introduction 2 + AA').   However, a school of thought that classifies the 
first part as an independent A section appears quite credible because the part stands 
parallel to the main section in terms of the theme, and the section also concludes with a 
clear PAC (Perfect Authentic Cadence).   
 
Section Bar Key Tempo Materials 
A  mm. 1–9 A-flat major Moderato dolce “Cinderella’s Dreams of the Ball” 
Trans. mm. 10–13   “Cinderella’s Dreams of the Ball” 
B mm. 13–33 C major  “Cinderella” 
A' mm. 33–49 E major Andante “Amoroso” 
A'' mm. 50–66 C major  “Amoroso” 
Codetta mm. 67–70 C major Poco meno mosso “Amoroso” 
 
Table 3.3.19. Formal design of “Amoroso” (op. 102, no. 6) 
 
The last main theme (A" section) is generally considered an extension or repeat of 
the A' section because its identical phrasing structure and texture, despite its transposition 
from E major to C major.  The last movement’s form, meanwhile, concludes as a varied 
ternary plan with a repeat of the A section at the end (ABA'A" + codetta).  Of particular 
note is that the ‘Amoroso’ motive repeats three times in the piano transcription in 
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different keys—A-flat major, E major, and C major—and they complete a major third 
cycle as they complete the cycle C–A-flat–E–C.  Each A section appears in varied 
textures and modified harmonic progressions while grounded upon the same melody. 
Many movements within the set op. 102 piano transcription are composed with a 
compound formal plan, such as double variation and ternary form subdivided into small 
ternary with its grandeur scale, resulting from the utilization of several ballet scenes.  
Furthermore, each movement includes formal modifications based on the episodes’ 
thematic connections and the frequent insertion of transitions.  During the course of a 
merger among several ballet scenes, Prokofiev attentively selects the scenes grounded on 
the same thematic materials, and, in the process, successfully creates extra sections for 
the piano transcription.  This process undertaken by Prokofiev represents a notable 
innovation that adds significant value to the conventional classical formal design and 
tonal system.  Prokofiev’s unique perspective, therefore, merits special attention because 
while his music reflects neoclassicism in style and form, it actively explores beyond the 
boundaries of traditional musical forms. 
 
Conclusion 
The formal plans to all of the nineteen (19) piano transcriptions of the three sets 
from the ballet Cinderella examined above showcase not only Prokofiev’s uncanny 
ability to integrate the elements from the Baroque and the Classical eras, but also his 
attempt to further develop the standard plan by means of his elaborate formal strategies.  
These formal schemes, as demonstrated by their form analysis above, can be identified in 
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a number of movements and summarized as follows: As an initial matter, Prokofiev, in 
many instances, does not employ the expected formal design and instead maintains a 
character of the dance.  This conscious decision suggests strongly that the titles of dance 
form are merely borrowed in the form of a dance style.  Although Prokofiev does 
incorporate the standard norm in these movements, he carefully enhances their formal 
design by modifying the existing form or composing new section(s) to the original 
movement.     
Moreover, Prokofiev’s formal strategy involves having many formal plans 
incorporate compound features, which, in turn, are subdivided into another ternary plan 
or binary, including double binary and compound ternary forms.  The episodes placed in 
between the main sections of refrain, on the other hand, are connected with one another 
in terms of their rhythmic motive, thematic idea, or tonality, which collectively unite the 
entire movement.   
Prokofiev’s transcriptions also highlight an additional prominent feature: 
abbreviation of thematic returns.  Instead of restating the main section in its entirety, 
Prokofiev truncates the theme and transposes to the subdominant (IV) in the return.  In 
addition to the main section, the episode (or B section) is also truncated in their returns, 
and, in this case, the returned episode (or B section) functions as a coda.   
When Prokofiev omits a part of the section for the return, he composes new extra 
sections at times, which he also leverages to produce additional new form by their 
rearrangement.  As such, the distinguished and pronounced formal modifications 
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throughout the piano transcriptions of op. 95, 97, and 102 help illuminate Prokofiev’s 
defining music philosophy on musical form.  
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4. Harmony 
Interaction Between Tradition and Innovation76 
Due in major part to Prokofiev’s preference to rely on traditional forms of the 
Baroque and the Classical periods, his compositional style is often categorized as 
neoclassicism.  Some of notable characteristics of Prokofiev’s compositional style 
typically include symphony, piano repertoire, and other theater pieces based on tonal.  It 
is also noteworthy that Prokofiev composed his ballet Cinderella and its transcriptions 
during the Soviet era during which his music was under the strong influence of “socialist 
realism,” which unequivocally emphasized and valued simplicity.  As a result, the ballet 
Cinderella’s memorable themes tend to feature an unmistakable appearance of simplicity 
by means of voice leading, which illustrates Prokofiev’s lyricist propensity.77 
Formally speaking, the piano transcriptions from Cinderella also invoke the 
aesthetics derived from the Baroque and Classical periods into the titles of each 
movement.  Prokofiev’s contemporaries, meanwhile, often utilized many of the twentieth 
century’s classical music styles, such as impressionism of Debussy and Ravel, 
expressionism of Schoenberg, mysticism of Scriabin, and primitivism of Stravinsky.78  
On the contrary, Prokofiev did not follow these compositional trends of the period, and 
much of his work produced during the Soviet period is characteristic for its ‘socialist 																																																								
76 Neil Minturn, The Music of Sergei Prokofiev (New Haven: Yale University Press, 
1997), 5. 	
 
77 Konrad Harley “Harmonic Function in the Music of Sergei Prokofiev” (PhD diss., 
University of Toronto, 2014), 9.  
 
78 Stephen C. E. Fiess, The Piano Works of Serge Prokofiev (Metuchen, NJ: The 
Scarecrow Press, 1994), 7. 
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realism’ defined largely by accessibility, tunefulness, stylistic traditionalism, and folk-
inspired qualities.79  For instance, the piano transcription sets from the ballet Cinderella 
indeed include numerous movements incorporating tuneful melody and pursuing the 
stylistic instrumental forms of the Baroque and Classical periods.  
In terms of harmony, classical frames comprise various modern languages.80  
Stephen C. E. Fiess has observed that a large portion of Prokofiev’s work based on 
neoclassicism features the synthesis of classical form, in its clarified form, and modern 
compositional techniques.81  Prokofiev formulates much of his music by tonal, which he 
demonstrates by way of triadic harmony and bass progression based on tonal tendency, 
such as dominant and tonic progression in a cadence.  The chromatically altered notes 
conflicts with the tonal frame, which results in his peculiar grotesque dissonances and 
humorous ambiance with his motoric rhythm.  This particular characteristic is most 
evident in his piano transcription from the ballet Cinderella. 
In addition, harmonic differences between the original ballet Cinderella and its 
piano transcriptions occur on some occasions.  Their occurrence is likely attributable to 
the disparity found in the instrumentations and textures thereof, or from the difference in 
genre between stage music and piano solo repertoire.  It is also worth noting that the 
piano transcriptions tend to use more chromaticism when Prokofiev makes harmonic 																																																								
79 Laurel E. Fay, Shostakovich: A Life (Oxford: Oxford University Press, 2000), 89. 
 
80 Prokofiev described his five compositional pursuits in his diary written during the 
Soviet era.  He emphasized harmonic modernism along with the melody and orchestration, which 
relate to the second line among the five lines. 
Sergei Prokofiev, Oleg Prokofiev, and Christopher Palmer, Soviet Diary 1927 and Other 
Writing, (Boston: Northeastern University Press, 1992), 248-249.  
 
81 Stephen C. E. Fiess, 2.  
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modifications during the transcribing process.  Here, the instant examination on harmony 
of Prokofiev’s piano transcriptions and the harmonic differentiation between the ballet 
and the piano transcriptions seeks to demonstrate how Prokofiev accomplishes harmonic 
chromaticism.   
As an initial matter, it is clear that Prokofiev’s harmonic practices relate closely to 
the “modern line” among the five (5) lines that he described in regard to his 
compositional strategies.82  Some of Prokofiev scholars have analyzed Prokofiev’s 
compositional habits and approaches in the realm of harmony.  While their respective 
viewpoints and definitions certainly vary from one another, they find agreement in that 
Prokofiev often utilizes substitute chords incorporating a certain set of defined qualities 
rather than the typical tonal dominant chords of tonal system.   
In this regard, Neil Minturn interprets these dominant substitutes as a defining 
aspect of ‘wrong note’ scheme.  Since he considers Prokofiev’s music as tonal, he treats 
the chord as a dominant (or dominant seventh) chord including ‘wrong note(s).’83  For 
example, the fifth and seventh notes of G dominant seventh chord, D and F, may be 
raised a semitone up to D-sharp and F-sharp, which are the ‘wrong notes’ for a dominant 
chord in C major.  In tonal system, the bass lines clearly indicating cadential tendency—
moving by descending fifth, or ascending fourth, although the dominant chords include 
																																																								
82 Prokofiev described his compositional pursuit in his biography, aforementioned in the 
chapter II, regarding the five lines: classical, the modern, the toccata or motoric, the lyrical, and 
the grotesque. 
Sergei Prokofiev, Autobiography, Articles, Reminiscences, comp. S. Shlifstein, trans. 
Rose Prokofieva, (Honolulu: University Press of the Pacific, 2000), 36-37. 
 
83 Neil Minturn, 18-19.  
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‘wrong notes’, supports Minturn’s thesis regarding the ‘wrong note’ scheme and its 
definition.  
However, substituted chords in Prokofiev’s music appear without the bass lines 
indicating their tonal functions on numerous occasions.  Viktor Berkov, one of the 
prominent Russian experts on Prokofiev, first identified the substitute chord where 
dominant or dominant seventh chord should have been located, as well as the relationship 
between the newly created dominant and the standard dominant.84  The substitute chord 
of dominant is a semitone below the tonic chord so that it can be described as VII or vii 
depending on whether the key is major or minor.  For instance, in C major, B major chord 
may be substituted for the dominant, or B minor is for the dominant of C minor.  This 
substituted chord may be utilized with or without a tonal dominant bass.  In cases where 
tonal bass line is accompanied with substituted chord, the tonal bass line clearly indicates 
the root of the aimed chord (to be substituted) and implies its function.  Regardless of 
whether tonal bass line exist, the substituted chord plays a role of dominant in the tonal 
system.  Because of this feature, the substituted chord is confined as a triad a semitone 
below the tonic.  Here, Berkov coined the term ‘Prokofiev dominant’ to describe this 
substituted chord of tonal dominant.85  
Prokofiev dominant can take many forms depending on the composer’s needs.  
For instance, Prokofiev sometimes adds a seventh to Prokofiev dominant so that it 																																																								
84 Konrad Harley “Harmonic Function in the Music of Sergei Prokofiev” (PhD diss., 
University of Toronto, 2014), 2.   
In the dissertation, Harley named Prokofiev’s harmonic compositional schemes, 
including ‘Prokofiev dominant,’ ‘leading chord,’ ‘plagal cadence,’ among others.  
 
85 Ibid., 2-4. 
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becomes a dominant seventh in quality, which, in turn, is considered as Prokofiev 
dominant seventh.  For example, B major triad (VII) is the Prokofiev dominant, and B 
dominant seventh chord (VII7) is hailed as the Prokofiev dominant seventh in C major.  
Also, Prokofiev dominant can serve not only as a replacement of dominant, but also as a 
secondary dominant or predominant.  Specifically, Prokofiev dominant can be utilized 
before dominant chord, not tonic, as a Prokofiev dominant of dominant like a secondary 
dominant (V/VII). 
In addition to Prokofiev dominant (VII), another substituted chord merits 
attention.  For example, a Neapolitan chord (♭II) is also a semitone above tonic chord (I) 
in major keys.  As the Neapolitan chord (♭II) and Prokofiev dominant (VII or vii) both 
share the feature a semitone interval with tonic chord (I), the Neapolitan chord (♭II) can 
also serve as an additional option of substitution for tonal dominant.  It is clear that these 
two chords act as a ‘leading’ chord, regardless of direction to tonic.  In light of this 
theory, Natalia Zaporozhets extends the term to any semitonal-related chord and 
conceives a different name from Berkov’s Prokofiev dominant as a ‘Leading dominant’ 
(VII).86  While the ‘Leading dominant’ indicates the substituted chord of dominant that 
would move to tonic chord (I) by a semitone up, the ‘Leading subdominant’(♭II) steps 
down by a semitone. ‘Leading dominant’ also targets tonal dominant as well as tonic, and 
the substituted chord, and when its aimed chord to be substituted is dominant, becomes 
the ‘Leading secondary dominant’ (VII/V or ♯IV).  Therefore, Zaporozhets’ theory 
																																																								
86 Konrad Harley, 4. 
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regards Prokofiev dominant as “leading-semitone encirclement.”87   
On the other hand, Stephen C. E. Fiess views Prokofiev’s harmonic practice as 
what he refers to as “side-slipping and substitution” that do not contain clarifications on 
the substitute’s technical function.88  The “side-slipping” movement by a semitone 
interval in the chord progression foreshadows the Prokofiev dominant’s stepping down or 
up by a semitone (or any ‘Leading chord’ of Zaporozhets) irrespective of the substitute’s 
function or the direction of the resolved chord.  Fiess also discusses an example of 
“substitution” where Prokofiev uses a borrowed chord (♯v) instead of tonal dominant (V) 
in the third movement of his sixth Piano Sonata (op. 82).89  Although the borrowed chord 
is not same as Berkov’s Prokofiev dominant, Fiess also recognizes that it is in line with 
Prokofiev dominant in the aspects of that the borrowed chord substitutes for dominant 
and it is in a semitonal relation with the dominant. 
As the above overview illustrates, despite their varying definitions, many 
Prokofiev scholars acknowledge a similar phenomenon.  Prokofiev employs extensively 
the Prokofiev dominant strategy, as it is known, his ballet Cinderella and its 
transcriptions.  This is significant because it allows researchers to comprehend more fully 
Prokofiev’s modern tonal system.  Here, the term Prokofiev dominant operates 
throughout this paper to indicate a substituted chord of tonal dominant a semitone below 
a tonic in the tonal system. 																																																								
87 Konrad Harley, 4. 
 
88 Stephen C. E. Fiess, The Piano Works of Serge Prokofiev (Metuchen, NJ: The 
Scarecrow Press, 1994), 74-81. 
 
89 Ibid., 75. 
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At the outset, it must be noted that Prokofiev tends to maintain one tonal center in 
general, but the tonal center often shifts to the parallel minor or major, or even mode such 
as Dorian or Lydian.  According to Gerald Abraham, Russian composers generally have a 
compositional tendency to mystify the boundary between relative major and minor keys, 
which also applies to Prokofiev.90  Prokofiev also displays his propensity for using modal 
mixture throughout his music, sustaining a single tonal center.  Moreover, this tendency 
extends not only to the tonal system, but also to modal.  A chapter on Form and its 
accompanying tables organize and discuss in detail the tonalities of each movement.  
While Prokofiev generally holds a single tonal center for each movement, it is 
interesting that he uses, at times, polychords or bitonality.  As Yuri Kholopov, a 
prominent Russian musicologist, describes it, the “polyharmonic chord” is one of the 
modern shared Russian harmonic features, referring to the superposition of two chords.91 
While the Prokofiev dominant generates linear chromaticism, the polychordal harmony 
gives rise to dissonances in the tonal system. 
Notably, despite the ballet’s origin as a fairy tale, Prokofiev’s ballet Cinderella 
does not present a cheerful climate throughout.  Many of its well-known tunes are often 
bleak and profoundly overlaid in minor keys, such as Cinderella’s solo dance, the grand 
waltz of Cinderella and the Prince, and the music used for the scene of Cinderella’s 
departure for a ball—though, at the same time, Prokofiev composed cheerful music for 
the dances of Four Seasons’ Fairies and other comical characters, including the 																																																								
90 Gerald Abraham, On Russian Music, (London: Faber and Faber, 2013), 269. 
 
91 Yuri Kholopov, Modern Features of Prokofiev’s Harmony (Moscow: Muzyka, 1967), 
195-209. Orig. title:  Современные черты гармонии Прокофьева.  
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Stepsisters and other invited guests to the ball.   
Upon this overall framework, this chapter investigates how Prokofiev actualizes 
contemporary syntax inside classical and tonal structure.  The investigation will make 
clear Prokofiev’s peculiar harmonic practices and how they are manipulated in the fairy 
tale based ballet Cinderella and its piano transcription.  		
Three Pieces from Cinderella, Op. 95 
The three pieces from op. 95 unequivocally illustrate Prokofiev’s progressive 
approach to tonal harmony in a contrapuntal texture.  First, one of the most salient 
characteristics of the “Pavane” movement (op. 95, no. 1) is that Prokofiev incorporates 
more non-chord tones to enhance the chromaticism of his piano transcriptions.  The 
movement’s beginning serves as an illustrative example.  Here, Prokofiev transcribes the 
main theme in mm. 1–8, which follows the harmony of the original source, without 
employing any special modifications.  Prokofiev does, however, repeat the main theme in 
mm. 9–16, which does not occur in the ballet, with textural elaboration.  The conjunct 
notes in stepwise motion and repeating notes are widely dispersed by frequent leaps, and 
passing tones or appoggiaturas appear far more frequently in the repeated section than 
elsewhere in the movement.  This textural elaboration becomes more distinctive and 
noticeable when one compares it to the original texture mm. 1–3 as shown below in 
Examples 3.4.1 and 3.4.2.  In other words, due primarily to the distinctive and prevalent 
octave displacements and frequent occurrences of semitonal neighbor notes, Prokofiev’s 
textual modifications in the main theme’s second appearance play a significant role in 
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rendering the music more chromatic than it would otherwise.   
 
 
Example 3.4.1. mm. 1–3 from “Pavane” (op. 95, no. 1) 
 
 
Example 3.4.2. mm. 9–11 from “Pavane” (op. 95, no. 1) 
 
In addition to the thematic melody, Prokofiev incorporates chromatic fragments 
into the inner voice to generate dissonant harmony between outer voices.  For instance, 
the chords performed by pizzicatos of the second violin and the viola on upbeats in the 
ballet subsequently transform into the chords attaching a chromatic fragment like an 
ornament in the piano transcription as shown in Example 3.4.3.  In particular, the short 
ascending chromatic fragments in the piano transcription produce idiosyncratic bouncing 
timbre, imitating the pizzicato timbre of the strings.  
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Example 3.4.3. mm. 38–39 from “Pavane” (op. 95, no. 1) 
 
In addition to adding sevenths and the ninth, Prokofiev seeks to produce a fuller 
sound by adding new chords on the single bass line in m. 28.  In the original music of the 
ballet, each bass note of D, C, and D-flat is followed by the dominant E-flat chords in 
turn.  In the piano transcription, however, a descending stepwise from D-flat to B-double 
flat substitutes for this bass line, and parallel minor sixths moving contrary to the bass 
line under E-flat as shown in Example 3.4.4. which results in having a thicker texture in 
the piano transcription.  In fact, this strategy of adding chord(s) to a single voice is a 
typical harmonic technique in Prokofiev’s Soviet era his piano solo works.92 
 
Example 3.4.4. mm. 27–28 from “Pavane” (op. 95, no. 1) 																																																								
92 This harmonic practice can be seen in his Piano Sonata no. 7, op. 83, the third 
movement and Piano Sonata no. 6, op. 82, the second movement. Stephen C. E. Fiess defines this 
harmonic practice as “creation of new chords by chromatic motion against pedal points.”  
Stephen C. E. Fiess, 76. 
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Further, at the end of the movement, the notes A, C-flat, and C-sharp precede the 
notes B-flat and D of the tonic B-flat major chord as a suspension in m. 56 as displayed 
in Example 3.4.5.  The triple leading notes, a semitone below or above the tonic chord, 
generate a special chord functioning as a dominant along with the dominant bass note F.  
This chord is analogous in many respects to the so-called Prokofiev dominant because the 
chord includes A and C-sharp—the two notes of A major chord— as well as tonal 
dominant F in the bass, which is B-flat major’s Prokofiev dominant including a tonal 
dominant bass.  Also, it can also be understood as a dominant chord containing notes—C-
flat and C-sharp— a semitone away from a note of the dominant chord in lieu of C-
natural of F major chord, a dominant chord of B-flat major.  
 
Example 3.4.5. m. 56 from “Pavane” (op. 95, no. 1) 
The second movement, “Gavotte” (op. 95, no. 2), grotesque and ludicrous in 
character, also incorporates chromatic features similar to those in the first movement, but 
the method by which it does so is different from that of the first movement.  Specifically, 
the second movement integrates the chromaticism into its structure by means of turn 
figures in lieu of a contrapuntal texture.  The beginning of the movement demonstrates 
the significance of the chromatic turn figures, presented in the newly composed 
introduction for the piano transcription.  In particular, the chromatic turn figures are 
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accompanied by the left-hand part while the repeating dominant note A leaps by octave 
with appoggiaturas in the right hand as shown in Example 3.4.6.  This introduction has 
the effect of raising the overall tension of the music, but it is neutralized shortly thereafter 
by the melody’s stepwise motion and the subsequent simple accompaniment with the 
tonic (i) and subdominant (iv) chords of the home key D minor. 
 
 
Example 3.4.6. mm. 1–6 from “Gavotte” (op. 95, no. 2) 
 
Additionally, Prokofiev presents a peculiar harmonic plan in D minor along with 
chromatic turn figures described above.  First, although the tonic and subdominant chords 
of home key D minor support the main theme, Prokofiev scarcely uses the dominant 
chord throughout the piece except when he does so on a few occasions as a half cadence. 
Prokofiev creates the structural cadence only for the movement “Gavotte”—D-flat minor 
chord (♭i), E-flat major chord (♭ii), and D minor chord (i).  Refer to Example 3.4.7 
below.  This cadence pattern is significant because it unambiguously demonstrates 
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Prokofiev’s compositional preference for semitone-related chords.  Both chords, the D-
flat minor and E-flat major that precede the tonic D minor, are in a semitone relationship 
with the tonic, and D-flat minor is the enharmonic equivalent of the Prokofiev dominant 
of the home key D minor.  Furthermore, the harmonic progression shows that voices (or 
chords) move by a semitone in contrary motion to the bass, which relates to the harmonic 
modification in m. 28 of the first movement.  This chromatic cadence functions as the 
structural cadence, terminating the main theme in the A sections.  
 
 
Example 3.4.7. mm. 12–14 from “Gavotte” (op. 95, no. 2) 
 
In addition to such unusual harmonic progressions, Prokofiev intentionally adopts 
modal mixture between D minor and D major.  For instance, the tonality of the middle 
section, which employs a D major key signature, becomes vague with the presence of D 
minor chords (i of D minor) and B-flat major chords (VI of D minor) due to modal 
borrowing.  Here, it is important to note that this section eventually concludes with the D 
major chord, followed by the minor subdominant as shown in Example 3.4.8.  This 
harmonic method allows for the interesting tonal arrangement in which the prevalent 
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modal mixture scheme and recurring use of chromatic turn figures operate collectively to 
enhance the movement’s eccentric quality. 
 
Example 3.4.8. mm. 91–94 from “Gavotte” (op. 95, no. 2) 
 
The last movement of op. 95, “Slow Waltz” (op. 95, no. 3), hardly shows any 
harmonic transformations between the ballet scene and the piano transcription.  It is 
worth noting, however, that the two distinct features illustrated in the previous movement 
“Gavotte” (op. 95, no. 2), which involve non-traditional cadences and prevalent 
chromaticism, also occur in the third movement.  
In contrast to the general harmonic characteristics, Prokofiev conspicuously 
integrates the D-flat major key into the music in waltz pattern without using any non-
chord tones in the first three measures, and at the end of the first theme at m. 14.  
However, the D-flat major tonality and the waltz pattern wane rapidly as he moves to a 
contrapuntal texture.  The waltz generally employs a homophonic texture consisting of a 
melody a three-beat accompaniment pattern, but Prokofiev innovatively introduces a 
counterpoint technique into the waltz rhythm.  In this waltz for Cinderella, the rhythmic 
pulse by three (3) quarter notes is frequently replaced by the bass line or inner voice in 
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eighth notes, sometimes eighth triplets, not quarters.  When the main theme repeats in the 
subsequent sections, the loosened waltz rhythm and chromatic textures become more 
distinctive.  See Examples 3.4.9, 3.4.10, and 3.4.11. 
 
 
Example 3.4.9. mm. 1–5 from “Slow Waltz” (op. 95, no. 3) 
 
Example 3.4.10. mm. 25–27 from “Slow Waltz” (op. 95, no. 3) 	
 
Example 3.4.11. mm. 69–70 from “Slow Waltz” (op. 95, no. 3) 
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In addition, Prokofiev’s uncommon harmonic manipulation becomes more 
evident with his horizontal and vertical use of numerous non-chord tones at the cadence.  
Prokofiev shows his favored sliding chordal pattern and the plagal cadence with which he 
ends the main theme.  In mm. 10–13, a G major chord (♯IV) precedes the subdominant 
(IV) G-flat major chord, and the subdominant chord moves to the perfect cadence (I64 –
V6–I) through a passing tone B-double flat as shown in Example 3.4.12.  The harmonic 
progression includes numerous escape tones, and the complete tonic chord is also delayed 
with an appearance of subdominant (IV) chord upon the tonic bass.  The harmonic 
pattern is significant because it demonstrates Prokofiev’s unmistakable attachment to the 
plagal cadence with chords misaligned by non-chord tones for the movement.  
 
 
Example 3.4.12. mm. 10–13  from “Slow Waltz” (op. 95, no. 3) 
 
Furthermore, Prokofiev adds borrowed chords to the plagal cadence for the coda 
section.  Throughout the entire coda section, the harmonic progression – the B-double flat 
major chord (♭VI), the G-flat minor chord (iv), and the D-flat major chord (I) – repeats 
on multiple occasions.  See Example 3.4.13 illustrated below.  This harmonic progression 
in the coda section reveals, again, Prokofiev’s peculiar tendency to only sparingly use the 
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dominant in cadences.  Moreover, the contrapuntal texture of the waltz precisely 
embodies Prokofiev’s unique chromaticism because all the voices move horizontally by 
step with a number of non-chord tones, which, in turn, generates his modernized waltz 
style. 
 
 
Example 3.4.13. mm. 90–93 from “Slow Waltz” (op. 95, no. 3) 
 
 
Ten Pieces from Cinderella, Op. 97 
The Cinderella transcription set op. 97 also possesses the harmonic features seen 
in other Prokofiev’s piano works, such as abundant uses of ‘Prokofiev dominants’ and 
chromaticism of harmony and melody.  Furthermore, during the transcribing process, 
Prokofiev changed or added some chords to pursue more chromaticism.  Especially, 
Prokofiev’s innovative harmonic scheme is realized more fully in the newly composed 
section meant for the piano transcriptions.   
The first movement “Spring Fairy” (op. 97, no. 1) frequently changes its key 
signature between E major and C major as the movement, in rondo form, has all refrains 
in C major and the following episodes in E major.  These apparent changes of tonality for 
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every section clarify the formal designation as well as highlight Prokofiev’s signature 
grotesque feature through polytonality and chromaticism inside tonality.  
The second episode for mm. 28–36 incorporates a dominant seventh chord, 
including flat ninth in the right-hard part throughout.  Here, the non-chord tone 
incorporation to the dominant seventh chord accomplishes the chromaticism with 
polytonality scheme.  The prevalent non-chord tone, F-sharp, may be regarded as a note 
of Prokofiev dominant.  Alternatively, the note F-sharp may also be regarded as a ‘wrong 
note’ of tonal dominant chord according to Minturn’s ‘wrong-note’ scheme.  Moreover, 
the B minor chord and B-flat minor chord along with the dominant seventh chord 
including flat ninth from m. 32 indicates the presence of the ‘Prokofiev dominant.’  The 
flat ninth within C major’s tonal dominant seventh chord (V7) implies C minor tonality.  
In this regard, the B minor (vii) is close to the Prokofiev dominant (VII) of C major, the 
home key, and this arrangement emerges as a modal mixture that Prokofiev frequently 
uses in his music.  Additionally, the B-flat minor chord (vii/vii) juxtaposed with B minor 
(vii) is another instance of Prokofiev dominant of Prokofiev dominant.  Refer to 
Examples 3.4.14 and 3.4.15.  
 
 
Example 3.4.14. mm. 28–29 from “Spring Fairy” (op. 97, no. 1) 
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Example 3.4.15. m. 32 from “Spring Fairy” (op. 97, no. 1) 
 
Another interesting fact about the movement is the change of the bass note of 
each refrain.  While the first and last refrains begin with octaves as shown in Example 
3.4.16, the second and third refrains employ a chord instead.  The tonality of the main 
theme, E major, is stated with a substituted chord, C-sharp minor in the second refrain as 
shown in Example 3.4.17.  The third refrain also includes a non-chord tone C in the bass, 
which is a resolution of previous tonal dominant seventh chord (V7 of C major, tonality 
of previous section) as illustrated in Example 3.4.18.  
 
 
Example 3.4.16. mm. 1–2 from “Spring Fairy” (op. 97, no. 1) 
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Example 3.4.17. mm. 1–2 from “Spring Fairy” (op. 97, no. 1) 
 
 
 
Example 3.4.18. mm. 1–2 from “Spring Fairy” (op. 97, no. 1) 
 
The second movement “Summer Fairy” (op. 97, no. 2) is one of the representative 
pieces that combines tonality and modality jointly.  The movement formed in ternary plan 
begins with C major key, but it changes to C Lydian mode for the middle section, 
supported by numerous accidentals F-sharp throughout the B section mm. 10–19 as 
shown in Example 3.4.19.  Prokofiev utilizes the contrast between modality and major 
tonality, while maintaining the tonal center C, which foreshadows Prokofiev’s inventive 
approach to coupling tonality with modality based on the same tonal center. 
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Example 3.4.19. m. 10 from “Summer Fairy” (op. 97, no. 2) 
 
In addition, the second movement also utilizes the Prokofiev dominant instead of 
conventional dominant chords.  The C major tonality of the first section in mm. 1–9 is 
relatively weak due to its accompaniment style.  The cadence, however, integrates the C 
major tonality with the Prokofiev dominant seventh (VII7) including tonal dominant bass 
at the end of the section.  In m. 9, the tonic chord (I) is followed by its Prokofiev 
dominant seventh (VII7, B dominant seventh chord), with tonal dominant bass G as 
shown in Example 3.4.20.  This example illustrates how Prokofiev extends his Prokofiev 
dominant to seventh beyond dominant triad.  Aside from tonal dominant bass and 
Prokofiev dominant seventh, the chord includes a tonic on the top, that precedes the 
following tonic harmony. 
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Example 3.4.20. mm. 7–9 from “Summer Fairy” (op. 97, no. 2) 
 
Additionally, the second movement can shed additional light into some of 
Prokofiev’s defining compositional habits for how he writes main theme return.  First, the 
A' section begins in F major, a subdominant key (IV), one of Prokofiev’s compositional 
characteristics for thematic returns.  The harmony also varies the same tune and appears 
at the end in mm. 22–23.  The A section concludes with the Prokofiev dominant in mm. 
7–9 as shown in Example 3.4.21, whereas A' section abruptly concludes without the 
Prokofiev dominant.  Instead, Prokofiev inserts the F-sharp major chord (♯IV) within the 
C major arpeggio ending.  The F-sharp major chord to some extent matches Prokofiev 
dominant of dominant (VII/V), and the bass D is also analogous to the secondary 
dominant (V/V). 
 
Example 3.4.21. mm. 22–23 from “Summer Fairy” (op. 97, no. 2) 
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The tonality of the third movement “Autumn Fairy” (op. 97, no. 3) is not readily 
apparent due to its extraneous key signature and numerous accidentals.  According to the 
E-flat major (or C minor) key signature, the movement begins in E-flat (in ABAB 
form),93 but the melody actually is centered on A-flat harmonic and melodic minor 
scales.  The tonal center E-flat of A section moves to E for the B section with the key 
signature unchanged.  The E octatonic scale in right hand and the long notes C-flat and F-
flat (equivalent to B and E) in left hand supports the proposition that the B section’s tonal 
center is E.  Interestingly, the half-step relation of tonal centers between A and B sections 
demonstrates the significance of a semitone in this movement. 
Prokofiev further pursues chromaticism through a modulating coda section.  The 
A major tonality of the coda is not only in a semitone relationship with the A section’s 
tonality—A-flat minor—but it is also akin to the subdominant key (IV) of the tonal center 
E of the B section.  As Prokofiev adroitly utilizes the tonal relationship among these 
sections, the modulation for the coda proceeds under the Prokofiev dominant strategy.  
During the modulation in mm. 55–58, the B-flat dominant seventh chord, the Prokofiev 
dominant of the dominant (of E minor), is utilized (VII/V) instead of tonal dominant (V) 
as part of a half cadence as shown in Example 3.4.22.  This further demonstrates the 
application of Prokofiev dominant into the dominant as discussed in the previous 
movement.  
																																																								
93 The third movement of the set op. 97 “Autumn Fairy” is formed in double binary 
(ABAB + coda), whose formalistic discussion is detailed in the Form chapter.	
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Example 3.4.22. mm. 55–58 from “Autumn Fairy” (op. 97, no. 3) 
 
The coda’s features reaffirm Prokofiev’s attachment to the subdominant key and 
illustrate the application of the Prokofiev dominant to modulations. This coda concludes 
with a dominant chord (V) of A major, not with a tonic chord.  Such half-cadence 
conclusion foreshadows that the music continues to the next movement “Winter Fairy,” 
which also features one of Prokofiev’s favorite compositional schemes as in other 
movements of the same set, op. 97, such as “Grasshoppers and Dragonflies” (op. 97, no. 
5) and “Capriccio” (op. 97, no. 8).  
As aforementioned in the chapter on Detailed Organization Within a Movement, 
the movement “Winter Fairy” (op. 97, no. 4) is the output from the three different ballet 
scenes.94  By the merging process, Prokofiev leverages his skillful modulation techniques 
using the Prokofiev dominant while pursuing chromaticism throughout the themes of 
‘Winter Fairy’ and ‘Fairy Godmother’ and their harmonic progression. 
At the outset, the ‘Winter Fairy’ theme chromatically ascends and descends in 
turn, which causes melodic contour to zigzag, but the notes on each beat comprise the 																																																								
94 The three ballet scenes of Cinderella used for the piano transcription “Winter Fairy” 
(op. 97, no. 4) are as follows: “Variation of the Winter Fairy” (act 1, scene 16); “The Fairy 
Godmother” (act 1, scene 5); and “The Prince Finds Cinderella” (act 3, scene 48).  
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tonic chords as shown in Example 3.4.23.  This thematic feature is suitable for describing 
the slippery ice and the winter fairies playing and dancing on the ice, and also for 
enhancing the chromaticism of the music with the harmonic progression in a semitone 
relationship.  Aside from the ‘Winter Fairy’ theme, the ‘Fairy Godmother’ theme in the B 
section also contains trill-like alternating semitones, which adds a shimmer effect and 
brings about the movement’s chromaticism.  
 
 
Example 3.4.23. mm. 32–34 from “Winter Fairy” (op. 97, no. 4) 
 
Moreover, from the ballet to the piano transcription, Prokofiev slightly alters the 
harmony of the accompaniment part.  For example, the original ballet’s chord progression 
of m. 4 is simpler than the piano transcription’s.  The original source also includes 
chromatic features in its harmonic progression as the three chords (C minor – C-flat 
major – B-flat major chord) chromatically descend.  On the other hand, the piano 
transcription includes a G dominant seventh chord between C minor and C-flat major 
chords, maintaining chromatically descending bass notes.  See Examples 3.4.24 and 
3.4.25.  
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Example 3.4.24. mm. 4–5 from “Winter Fairy” (op. 97, no. 4) 
	
 
Example 3.4.25. mm. 4–5 from “Variation of the Fairy Winter” (act 1, scene 16) of 
Cinderella, op. 87 
		
120 
 In addition, Prokofiev creates a new part between the sections of ‘Winter Fairy’ 
and ‘Fairy Godmother,’ using the Prokofiev dominant in the newly created part.  The new 
part’s theme tends to resemble the ‘Winter Fairy’s zigzag feature, and its harmonic 
progression features chromaticism because the bass notes of each chord move by a 
semitone.  For instance, in mm. 44–45, the tonic of home key, the alternating semitone-
related C major and D-flat major chords repeat over the pedal tone A-flat, which is the 
tonic of home key, as shown in Example 3.4.26.  In the following measures, mm. 46–47, 
the two chords, F-flat major and B-flat major also repeat in alternation on the pedal tone 
A-flat.  These alternating two chords are tritone-related of each other.95  Here, the tritone-
related chords appear to relate closely to the Prokofiev dominant of dominant as the F-flat 
major (VII/V) is a Prokofiev dominant of B-flat’s dominant (V).  Furthermore, the 
alternation of these two chords enhances chromaticism by a semitone-relationship of the 
bass notes between C-flat and B-flat.  See Example 3.4.27.  This observation can also be 
found in mm. 65–66 in the same movement as shown in Example 3.4.28.  Also, in the 
ending of the second movement “Summer Fairy” (op. 97, no. 2), the Prokofiev dominant 
of dominant, F-sharp major, precedes tonic chord, the dominant being omitted between 
two chords (VII/V–I) as shown in Example 3.4.21.  As a result, this analysis supports the 
proposition that Prokofiev utilizes the Prokofiev dominant of dominant (VII/V) 
repeatedly as an extension of the Prokofiev dominant scheme in his piano transcriptions 
from the ballet Cinderella, op. 87. 
																																																								
95 The F-flat major chord is equivalent to the Prokofiev dominant of B-flat major’s 
dominant as the Prokofiev dominant of F major, a dominant of B-flat major, is E major, and 
which is an equivalent of F-flat major.  
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Example 3.4.26. mm. 44–45 from “Winter Fairy” (op. 97, no. 4) 		
 
Example 3.4.27. mm. 46–47 from “Winter Fairy” (op. 97, no. 4) 
 
 
Example 3.4.28. mm. 65–66 from “Winter Fairy” (op. 97, no. 4) 
 
 An additional illustration of the Prokofiev dominant is clearly shown through the 
transition part for mm. 51–54 following the second B section incorporating the ‘Fairy 
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Godmother’ theme.  Prokofiev delicately employs the ballet scene “The Prince Finds 
Cinderella” (act 3, scene 48) there as transition and B section in accordance with its 
connection to the ‘Fairy Godmother’ theme.  The transition part incorporating the B-flat 
major arpeggiated chord can also be characterized as a Prokofiev dominant of the C-flat 
major key of the second B section. 
The fifth movement of op. 97, “Grasshoppers and Dragonflies,” creates a 
grotesque ambiance as a result of both employing rapid arpeggiated polychords and 
unexpected harmonic progressions with a dotted rhythm.  The polychord in the beginning 
of every phrase implies E minor tonality with an arpeggiated E minor chord (i) in the 
right-hand part and an arpeggiated D-sharp diminished chord (vii°) in the left-hand part 
in a contrary motion as shown in Example 3.4.29.  Furthermore, the tonality of E minor is 
revealed at the end of A section as the section concludes with an E-B dyad of notes 
implying the tonic (i).  However, frequent appearances of the A dominant seventh chord 
and F major chord suggest that the movement is not entirely tonal.   
 
 
Example 3.4.29. mm. 1–4 from “Grasshoppers and Dragonflies” (op. 97, no. 5) 
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Interestingly, the B section beginning from m. 17 is in the C Lydian mode as the 
thematic materials are borrowed from the second movement “Summer Fairy” (op. 97, no. 
2).  As mentioned above, that movement is one of the prime examples where Prokofiev 
utilizes both major/minor tonality and modality in the same piece.  Similarly, 
“Grasshoppers and Dragonflies” also incorporates modality in the middle section instead 
of modulation to a related key as might be typical in the tonal system. 
It is also noteworthy that the music finally concludes with the B major chord 
because the B major chord features as a dominant chord (V) of E minor, the key alluded 
to in the A section as shown in Example 3.4.30.  This ending is construed as a half 
cadence (HC) in the aspect of that the movement is in E minor.  Otherwise, it may also be 
regarded as the Prokofiev dominant (VII) of C major (or C Lydian mode) in accordance 
with the key signature.  It is clear that either compositional approach provides an open 
ending to continue the story or the music to the next movement.  This feature occurs in 
other movements of the set, such as “Orientalia” (op. 97, no. 6) and “Capriccio” (op. 97, 
no. 8). 
 
Example 3.4.30. mm. 57–60 from “Grasshoppers and Dragonflies” (op. 97, no. 5) 
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The movement “Orientalia” (op. 97, no. 6) corresponds to the ballet scene (act 3, 
scene 43) wherein the Prince arrives in the Orient while traveling to look for Cinderella.  
In line with the scene and its title, Prokofiev employs compositional devices in the 
melody and harmony to enhance the orientalism of the music.  Prokofiev bases the 
movement on such modes as Mixolydian and Dorian, as opposed to standard major and 
minor modes, in order to infuse exotic tunes into the music as a whole.  While the E-flat 
major (or C minor) key signature is used, the tonal center of B-flat and the absence of a 
traditional functional harmonic progression validate the movement’s modality of the B-
flat Mixolydian mode.  
Furthermore, Prokofiev partially modifies the beginning of the theme to the 
“Lydian dominant scale” as the E-flat note is replaced by E-natural, as shown in Example 
3.4.31.96  Not only does this appearance of the note E-natural constitute the “Lydian 
dominant scale,” but it also produces the tritone interval with the B-flat bass note.  The 
exceptional tritone intervals also appear in the middle section where the B-natural note 
does not belong to the B-flat Mixolydian mode, making the tritone interval with the F 
bass note.  See Example 3.4.32. 
																																																								
96 The “Lydian dominant scale”, better known as “acoustic scale” is characterized as that 
the scale includes augmented fourth and minor seventh in it.  The “B-flat Lydian dominant scale,” 
the array of B-flat, C, D, E, F, G, A-flat, and B-flat, accords with the theme appeared in the 
beginning.  The term “Lydian dominant scale” is used with an intention of emphasizing modality 
of the movement although the term “acoustic scale” is in typical use.	
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Example 3.4.31. mm. 1–4  from “Orientalia (op. 97, no. 6) 
 
 
Example 3.4.32. mm. 13–15 from “Orientalia (op. 97, no. 6) 
 
Throughout the music, Prokofiev also incorporates quintal triads.  This idiom was 
not particularly novel to Prokofiev as other contemporary composers, such as Stravinsky 
and Bartók, employed the quartal or quintal harmony as an alternative to tertian chord.  
Prokofiev deploys the quintal triad consisting of B-flat, F, and C as a drone bass, which is 
associated with Orientalism, as is pentatonicism.  The use of the quintal harmony is more 
specifically to connote orientalism through the pentatonic atmosphere. 
The movement “Passepied” (op. 97, no. 7), driven by a three-beat rhythmic pulse 
of the minuet style, is in G major.  Because the music does not involve complex 
chromatic harmonic progressions, its tonality is comparatively clear.  However, one can 
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still find obscure harmonic peculiarity due to the alienation between the tonal center and 
its expected harmony.   
Generally, the two parts of the movement are united by the same tonality, G 
major.97  However, the middle sections (b) in two parts show various modulation 
possibilities in G major.  Specifically, the short middle section of the second part for mm. 
68–76 simply includes borrowed chords from G minor without key signature changes 
from G major, home key, whereas the middle section of the first part in mm. 17–33 
possesses interesting harmonic progressions in B-flat major (or G minor).  In particular, 
in the middle section of the first part, the expected harmony and pedal tone do not follow 
each other.  For example, the first phrase begins from m. 17 with G minor harmony over 
an E-flat pedal.  See Example 3.4.33.  The second phrase beginning from m. 25 also 
incorporates D minor over a B-flat pedal.  This may simply be analyzed as the E-flat 
major seventh chord (G minor triad with E-flat pedal) and the B-flat major seventh chord 
(D minor with B-flat pedal).  The middle section’s harmony, however, is distinct from the 
whole movement in the aspect of that the section has the consistent pedal such as E-flat 
and B-flat, which is harmonically primary, but the upper voices still relate to G minor and 
D minor harmonies, borrowed chords of tonic (I) and dominant (V) governing the 
movement as a whole.  In fact, this alienation between the pedal tone and its anticipated 
harmony is can be distilled from the beginning.  The music actually begins on D, the 
dominant (V) of the home key—not the tonic—as a pedal tone.  Also, when the pedal 
																																																								
97 The movement “Passepied” (op. 97, no. 7) is formed by two parts with coda, and each 
part is subdivided into small ternary forms as A(aba)B(aba)+coda.  See the Table 3.4.10 in the 
chapter on Form. 
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tone moves to G, the tonality takes a C major character, using the accidentals of F-natural 
as shown in Example 3.4.34. 
 
 
Example 3.4.33. mm. 17–21 from “Passepied” (op. 97, no. 7) 
 
 
Example 3.4.34. mm. 1–11 from “Passepied” (op. 97, no. 7) 
 
Prokofiev also partially realizes chromaticism by way of his Prokofiev dominant 
for the first middle section.  In the section of B-flat major, the F major chord (V) at the 
half cadence (HC) is accompanied by its Prokofiev dominant seventh chord (VII7/V), E 
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dominant seventh chord.  Furthermore, the E dominant seventh chord is readily carried 
from an A-flat augmented interval having two common notes, E and A-flat (or G-sharp), 
as shown in Example 3.4.35.  This peculiar and unpredictable harmonic progression is 
further amplified by an unexpected and brief hemiola rhythm.  This sporadic hemiola 
rhythm operates to enhance the eccentric harmonic progression.  The occasional, 
unexpected accents on the weak beat is one of the characteristics associated with the 
passepied, which also occurs in the middle section of the second part wherein the G 
minor borrowed chord is highlighted in G major in m. 72 and m. 75. 
 
	
Example 3.4.35. mm. 17–26  from “Passepied” (op. 97, no. 7) 
 
The movement “Capriccio” (op. 97, no. 8), originally titled “Dumpy’s Dance,” 
portrays capricious characteristics through its themes that incorporate full choreographic 
gestures and the newly developed harmonic scheme under the Prokofiev dominant, which 
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match the title of the ballet and the corresponding piano transcription.  Here, Prokofiev 
utilizes the Prokofiev dominant to replace the usual dominant chord at the half cadence 
(HC), which is a defining feature of this movement.  For instance, the first phrase of a 
thematic melody concludes with G-sharp in m. 4 by octave displacement, and is 
accompanied by the G-sharp dominant seventh chord as shown in Example 3.4.36.  As 
described above, the G-sharp dominant seventh chord a semitone below the dominant is a 
form of the Prokofiev dominant seventh of dominant.  As A minor is the dominant of the 
home key, D major, the concluding G-sharp dominant seventh chord is a Prokofiev 
dominant seventh of the dominant (VII7/V).  This G-sharp dominant seventh chord is one 
of examples that the use of the Prokofiev dominant is extended to dominant, not tonic, 
and its form is also extended by adding seventh note at the same time.  Further, this 
unexpected G-sharp dominant seventh chord is amplified by a slight tempo manipulation 
of poco rit. and the melody’s octave displacement.  In addition to the G-sharp dominant 
seventh chord, the subsequent short second phrase stated in E minor (ii) concludes with 
the D-sharp minor chord (VII/ii), which is similarly the relationship between the tonic 
and its Prokofiev dominant of the local key.  As a result, both the G-sharp dominant 
seventh chord and the D-sharp minor chord can be classified as the secondary Prokofiev 
dominants of D major, and function as substitutions for the standard dominants. 
Prokofiev further demonstrates his adroit harmonic manipulation methods by 
means of the two strategies utilizing the Prokofiev dominant in this movement.  First, 
Prokofiev extends his usage of the Prokofiev dominant into other chords beyond the tonic 
such as a secondary Prokofiev dominant (VII/V or #IV) of which exist in other 
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movements such as “Summer Fairy” (op. 97, no. 2).  Second, the Prokofiev dominant (or 
Prokofiev dominant seventh) replaces the usual dominant as part of the half cadence 
(HC) in addition to its function in perfect cadences (PC).  Accordingly, this peculiar 
cadential scheme leveraging the Prokofiev dominant amply demonstrates Prokofiev’s 
atypical chromatic manipulation techniques in the realm of harmonic progression.  
 
 
Example 3.4.36. mm. 1–15 from “Capriccio” (op. 97, no. 8) 
 
The quirky section from m. 41 to the end of the movement “Capriccio” is also 
significant, because it is where Prokofiev applies the semitone relationship of the 
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Prokofiev dominant for its transition and the following coda section.  The coda in G 
major (IV) is preceded by a transition in F-sharp minor (iii).  The transition in mm. 45–52 
is remarkable due to its textural departure from the main theme and the original tempo 
marking of più mosso.  Furthermore, the F-sharp minor chordal passage of the transition 
foreshadows the G major of the coda section as a Prokofiev dominant. 
This coda section is interesting in terms of its tonality and cadential plan that ends 
of the movement.  As the C-sharps are replaced by C-naturals, the coda features a 
subdominant key (IV), G major, but it eventually concludes with the D major chord (I).  
In accordance with G major, the ending with D major is regarded as a half cadence (HC), 
and the out of the home key with a half cadence produces an unfinished ambience in the 
movement although the last chord is tonic of home key.  Due to its harmonic progression, 
therefore, one is unable to discern or hear the perfect cadence throughout the movement.  
Moreover, the coda section and its harmonic cadence within foreshadows G major of the 
following movement, “Bourrée” (op. 97, no. 9), replacing the C-sharp of D major notes 
by C-natural.  
The subsequent movement, “Bourrée” (Op. 97, No. 9), is where Prokofiev 
transposes the entire work from the ballet in the piano transcription.  The corresponding 
ballet scene “Courtier’s Dance” (act 2, scene 22) in A-flat major shifts down to G major.  
In light of the tonal relationship of the movements from no. 8 to no. 10, one can identify 
that they are in the circle of fifths relationship: “Capriccio” (op. 97, no. 8) in D major; 
“Bourrée” (op. 97, no. 9) in G major; and “Adagio” (op. 97, no. 10) in C major.  As it is 
not required that the transcription be organized by key relationships, the transposition 
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done for the “Bourrée” was not necessary.  However, the ending of the previous 
movement “Capriccio” served as a harbinger of the next movement’s tonality and 
dominant beginning because both are the dominant note D in G major and registered an 
octave interval.  
Apart from the transposition of the whole movement, Prokofiev delicately plans 
the key relationship between sections within the movement.  The movement maintains its 
tonal center G throughout, changing a key signature to a parallel G minor key (or B-flat 
major) for the first B section and staying in G major for the second B section.  
Nonetheless, the substantive drone bass E-flat (of the first B section) and E (of the second 
B section) are amplified by its dyads wherein the drone basses emphasize the submediant 
chords (♭VI and VI).  Although the E-flat drone bass in the first section locally acts as a 
tonic, with the respect to the framing G major music, it is understood as a flatted 
submediant (♭VI) in the long-range tonal plan.  The importance of submediant (♭VI) was 
foreshadowed at the end of A section, preceding the tonic bass ending as shown in the 
Example 3.4.37 below. 
 
 
Example 3.4.37. mm. 20–23 from “Bourrée” (op. 97, no. 9) 
		
133 
The last movement, “Adagio” (op. 97, no. 10), also does not show harmonic 
modification for the piano transcription from the original source, and it is the same as the 
cello transcription.  However, the movement clearly demonstrates how Prokofiev utilizes 
dominant, subdominant, and predominant in the harmonic progression of C major, his 
favorite key.  His Prokofiev dominant also occurs conspicuously in the first theme in mm. 
3–6.  Although the bass line implies an authentic cadence (V–I) in accordance with the 
scale degrees of the bass notes, the actual dominant chord is replaced with the B major 
chord over the bass note G as shown in Example 3.4.38.  The B major chord exactly 
coincides, as mentioned above, with the Prokofiev dominant (VII) of C major key. What 
is more, the Prokofiev dominant appears over the actual dominant note G, which 
unequivocally illustrates the Prokofiev dominant B major’s functions in the authentic 
cadence for the phrase.  Furthermore, Prokofiev enhances the chromaticism through the 
chromatic parallel thirds hovering in inner voices at m. 5. 
 
 
Example 3.4.38. mm. 4–6 from “Adagio” (op. 97, no. 10) 
 
Prokofiev extends the use of Prokofiev dominant as a replacement of 
subdominant (IV), not only dominant under the phrase in the mm. 14–17.  The new 
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phrase begins with an F major and the bass line ascends to B-flat, subdominant of F 
major as shown in Example 3.4.39.  Here, the E major chord (VII/IV) a semitone below F 
major (IV) is employed in the right-hand part in a waltz pattern, which is akin to the 
relationship between the B major chord (VII) and C major (I) in the first theme of the 
movement.  The interesting thing is that the E major chord (VII), Prokofiev dominant in 
F major, is on the subdominant, not dominant.  Mostly, Prokofiev dominant (VII) is 
substituted of tonal dominant chord (V), and, if it incorporates a bass separately, the bass 
note would be a dominant (5^)	indicating its function.  The Prokofiev dominant (VII) 
incorporated in m. 16 is over a subdominant bass (4^).		This is an example that Prokofiev 
extends the functional bass of Prokofiev dominant to a subdominant bass beyond a 
dominant bass. 
 
Example 3.4.39. mm. 14–16 from “Adagio” (op. 97, no. 10) 
 
Another similar instance of the uses of the Prokofiev dominant is in the middle 
section at mm. 26–27 and mm. 36–37 wherein Prokofiev utilizes harmonic chromaticism 
into the predominant.  The harmonic progression in these measures incorporates two 
semitone-related chord overlaid on the same D bass note.  See Example 3.4.40.  The bass 
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note, scale degree 2 (2^)	of the key, implies a predominant chord as it leaps to the 
dominant note G and eventually reaches the tonic C over the course of its harmonic 
progression.  Between the two chords, the first chord containing the A-flat, C, and F-
sharp notes a French sixth chord in quality with the bass note D.  The augmented sixth 
chords including the French sixth and the Italian sixth, generally function as 
predominants in tonal music.  The following chord is also an A dominant seventh chord 
as each note of the French sixth chord except the bass note D moves a semitone up.  
When Prokofiev dominant is positioned upon the tonal dominant, the tonal bass is 
indicative of the tonal function and the Prokofiev dominant moves up by a half step.  In 
this regard, all voices of French sixth chord move up by a half step to A dominant 
seventh chord in the resolution over the bass D, implying its predominant function, which 
another example that applying the chromaticism derived from Prokofiev dominant to a 
predominant.  This harmonic methodology empowers chromaticism through the 
harmonic progression and clarifies its functions through a totally clear bass at the same 
time. 
 
 
Example 3.4.40. mm. 36–37 from “Adagio” (op. 97, no. 10) 
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The transcriptions of op. 97 show numerous instances in which the Prokofiev 
dominant or its developed version is performed with (or over) a tonal bass that implies a 
harmonic function and therefore verifies Prokofiev’s elaborate conjoining of tonality and 
chromaticism.  The Prokofiev dominant derives largely from the chromaticism, but 
Prokofiev reinforces it by employing tonal chromatic figures.  This unique technique 
contributes to his idiosyncratic sonority.  In addition, Prokofiev dominants replace 
ordinary dominants in half cadences (HCs) as well as authentic cadence.  As the half 
cadence using the dominant or Prokofiev dominant is further utilized for the very ending 
of movements, Prokofiev accomplishes unpredictability of tonal structure. 
 
Six Pieces from Cinderella, Op. 102 
The first movement, “Waltz: Cinderella and the Prince” (op. 102, no. 1), includes 
numerous the Prokofiev dominant chords as a substitute of tonal dominant chord 
throughout the music.  Furthermore, the Prokofiev dominant chords appear evolved in 
harmonic function and application in the music.  
Besides serving as a substitute chord for a traditional dominant chord, Prokofiev 
occasionally utilizes the Prokofiev dominant by way of modulation because the major 
Prokofiev dominant (VII) is akin to the dominant of iii (V/iii).  The first appearance of 
the Prokofiev dominant in the movement modulates E major to C major in the 
introduction.  The introduction where the E major’s dominant chord immediately resolves 
to the C major because of E major’s dominant is the same as C major’s Prokofiev 
dominant as shown in Example 3.4.41.  Here, C major’s Prokofiev dominant may be 
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regarded as a secondary dominant of C major, but this brief and quick modulation is 
demonstrative of the functional cadence employing the Prokofiev dominant and 
Prokofiev’s preference for modulation by third as shown in other piano transcriptions.98 
 
Example 3.4.41. mm. 1–5 from “Waltz: Cinderella and the Prince” (op. 102, no. 1) 
 
 Prokofiev executes the Prokofiev dominant, one of his signature harmonic 
methods, with modifications in its function in the first movement.  For example, 
Prokofiev uses the E-flat dominant seventh chord (♭I7) at the end of the introduction 
before the first theme in E minor.  In the aspect of the tonality of introduction, C major, , 
the E-flat dominant seventh chord is a dominant seventh chord of flatted submediant 
(V7/♭VI), the chord, however, incorporates a characteristic of Prokofiev dominant in 
terms of E minor, the key of following main section.  The expected form of the Prokofiev 
dominant of E minor should be a minor form, the D-sharp minor chord (vii).  Although 
the D-sharp minor chord (vii) frequently appears throughout the music, but the E-flat 																																																								
98 Prokofiev often modulates between two third-related keys, especially between E major 
and C major in Cinderella.  The examples of such modulation between E major and C major are 
as follows: “Spring Fairy” (op. 97, no. 1); “Waltz: Cinderella and the Prince” (op. 102, no. 1); 
and “Amoroso” (op. 102, no. 6). 
		
138 
dominant seventh chords (♭I7) plays a role of the functional dominant at E minor 
cadences in the movement.  Although the E-flat dominant seventh chord is not the 
expected Prokofiev dominant of minor key as the chord is major quality, it is suitable for 
the cadence considering that the E-flat dominant seventh chord shares the root with the 
D-sharp minor chord, a norm of Prokofiev dominant in this key, and it partakes of 
dominant seventh quality. 
 In addition, the modified Prokofiev dominant utilized in the main theme can be 
seen as idiosyncratic in regards to its temporary modulation at the cadence.  For example, 
the main theme in mm. 17–24 incorporates a half cadence (HC) on E-flat major as the 
phrase suddenly ends with E-flat major chord (♭I) and its dominant, B-flat major chord 
(V/♭I) as shown in Example 3.4.42.  The B-flat major chord is equivalent to the 
Prokofiev dominant of dominant of E minor (VII/V), A-sharp major chord.  Although the 
part is written in E-flat major, one can see that the B-flat major chord (V/♭I) is substituted 
of dominant in the half cadence (HC).  Moreover, this peculiar cadence containing the 
Prokofiev dominant of dominant occurs in a different key again.  For instance, Prokofiev 
carries a half cadence (HC) in E major (I–V) in F minor in mm. 33–40 as shown in 
Example 3.4.43.  The B major chord utilized in the half cadence (VII/V) is analogous to 
the Prokofiev dominant of dominant of F major (I).  It is interesting that Prokofiev 
applies the principle of Prokofiev dominant to the harmonic progression (I–V), not only 
the final chords of the half cadences (HCs).  From these facts, one can discern how 
Prokofiev widens and expands his functional application of the Prokofiev dominant by 
means of his elaborate modification of the chord. 
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Example 3.4.42. mm. 17–24 from “Waltz: Cinderella and the Prince” (op. 102, no. 1) 
 
 
Example 3.4.43. mm. 33–40 from “Waltz: Cinderella and the Prince” (op. 102, no. 1) 
 
The appearance of the E-flat dominant seventh chord in the introduction to the 
main theme shows the significance of the relationship between E-flat major and E minor 
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in this movement.  The connection of these two keys is emphasized again in the second 
episode for mm. 156–217.  The episode is subdivided into a small ternary form (ABA), 
wherein the E-flat major key of the A section leads to the E minor of the B section.  
Furthermore, the return of A in E-flat major also takes the main section to the key of E 
minor.  The modulation to the semitone-related key, and not to the relative or parallel 
key, demonstrates Prokofiev’s attachment on chromaticism in tonal.  
The second movement, “Cinderella’s Dance” (op. 102, no. 2), begins with E in 
the right-hand part as a pick-up note, spontaneously passed an octave away from the last 
three Es of the movement.99  However, the tonality of the movement, G major, is 
apparent because of destinations of each phrase on tonic chord (I).  The tonal center G is 
maintained in accordance with the traditional tonal designation of binary form except that 
the tonal center moves to the subdominant note C, not the dominant note D, for the B 
section of the first part.100 
Nonetheless, the second movement produces a bizarre harmonic progression with 
a number of borrowed chords, an unexpected array of the chords, and a hidden chromatic 
line.  The first phrase of the theme in mm. 1–8 discloses Prokofiev’s eccentric and 
grotesque sense of harmonic progression, wherein each bass note and following chord are 
alienated from each other under the jagged melodic theme as shown in Example 3.4.44. 
When the harmonic progression is transformed in the varied repeats, the disjunction 
																																																								
99 The first movement, “Waltz: Cinderella and the Prince” (op. 102, no. 1), is in E minor, 
though the last chord is in the E major chord. 
 
100 The second movement, “Cinderella’s Dance” (op. 102, no. 2), is in binary form – 
A(AB)A’(AB), which the Form chapter analyzes in detail. 
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between the bass and its following chords is preserved.  For instance, the melodic theme 
and harmonic progression are chromatically modified in mm. 25–33 and in mm. 59–65.  
The borrowed chords, however, do not seem to correlate with the directly preceding bass 
note.  See Example 3.4.45. 
 
 
Example 3.4.44. mm. 1–9 from “Cinderella’s Dance” (op. 102, no. 2) 	
 
Example 3.4.45. mm. 59–65 from “Cinderella’s Dance” (op. 102, no. 2) 
 
In addition, the mediant chord (iii) stands out as a functional dominant for a 
cadence or for common harmonic progression throughout.  For instance, Prokofiev 
utilizes the B minor chord (iii) as a functional dominant before the G major chord (I) at 
the end of the themes and sections instead of the regular dominant (V) or the Prokofiev 
dominant (VII) chords.  In the B section of the first part in C major, the E minor chord 
(iii) is also replaced by the dominant (V) as part of the functional cadence.  
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In addition, the harmonic progression by third is habitually employed in the 
middle of the phrases.  The significance of the third is already evident from the uses of 
the mediant chord (iii).  As the illustration below demonstrates, the chord progression in 
mm. 42–50 moves by third except for mm. 46–47: G♯ minor–E major–D♭ major– 
(equivalent to C♯ major)–B♭ minor–G major–G minor–E minor–C major chords.   Refer 
to Example 3.4.46.  This chord progression is similar to the circle of fifths in the aspect of 
repeating of a certain interval.  As such, the ‘circle of thirds’ demonstrates that the 
mediant chord (iii) is applied as an alternative for the traditional dominant along with the 
Prokofiev dominant. 
 
Example 3.4.46. mm. 42–50 from “Cinderella’s Dance” (op. 102, no. 2) 		
As mentioned in the Organization chapter, the third movement, “The Quarrel” of 
op. 102, features the most complicated organization of materials among the rest of 
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movements of the Cinderella piano transcriptions.  In order to juxtapose numerous 
themes, the transcription processes requires a highly adroit modulation between the two 
different themes and a skillful transposition between the original and the transcription.   
The tonality of the main section stays in A minor in general, but it frequently 
modulates to foreign keys in accordance with frequent changes of thematic materials.  
The Form chapter details the formal plan and tonality of each section.  For example, the 
main theme derived from the ballet scene of “Shawl Dance (Pas de Châle)” (act 1, scene 
2) exclusively repeats in the piano transcription.  The music repeated is essentially the 
same, but it transposed up by a minor third to C minor.  In addition, the short transitions 
attached before and after the A section and A' section are transposed of one another.  
Moreover, major key of the transitions before B section is altered to minor after the B 
section.  The transition appears in various keys C major, E-flat minor, and A minor 
including original key E major from the ballet “The Prince’s Visit” (act 3, scene 47) in 
the piano transcription.  
Aside from the modulation and transposition, the use of polychords stands out as 
a remarkable characteristic throughout the movement.  The introduction of the piano 
transcription reminds one of the introduction the ballet scene “The Dancing Lesson” (act 
1, scene 7) wherein the bassoon plays the B diminished chord and the clarinet, and the 
cello plays the leaping D and C-sharp notes.101  This musical material is recycled in the 
middle of the ballet scene “The Prince’s Visit” (act 3, scene 47) for mm. 171–174 with a 
harmonic modification.  The introduction of the piano transcription is more similar to the 																																																								
101 In the ballet scene, the B diminished seventh chord is notated as a G-sharp diminished 
seventh chord, but they are otherwise identical. 
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one of “The Prince’s Visit” due to their respective polychordals.  In both sources, the B 
diminished seventh chord is over G major chord in an arpeggiated texture, which may be 
regarded as a G dominant seventh chord with a flat ninth.  However, the texture with the 
two chords, separated into the different staves and running in different rhythms, make the 
polychordal interpretation more convincing. 
Examination of the Stepsister’s theme mainly used for the movement “Quarrel” 
reveals that the chromaticism is strongly reflected in minor keys such as A minor and C 
minor.  By employing an incisive rhythm and offbeat accents on the chromatic phrases, 
the characters become more facetious and ebullient.  On the other hand, the next 
movement, “Waltz: Cinderella Goes to the Ball” (op. 102, no. 4), is composed more 
tonally than other movements incorporating lots of chromatic features and the Prokofiev 
dominant (or its modified form).  In this movement, the Prokofiev dominant does not 
appear as a replacement of the tonal dominant (V).  In general, each section features a 
perfect cadence (V–I) in which Prokofiev typically employs a Neapolitan chord (♭II) as a 
predominant in the cadence. 
Although tonality is stable and the harmony of the original ballet music is rarely 
altered, Prokofiev creates a special ending by adding the F-sharp and A-flat notes on the 
G major chord for the piano transcription.  In the original source, “Cinderella’s Departure 
for the Ball” (act 1, scene 19), the instruments such as the cello, the double bass, the 
piano, and other percussion instruments play the last two measures with G major tremolo.  
In the corresponding piano transcription, this Picardy cadence is modified by adding a 
seventh and a flat ninth to G major.  This cadence manipulation not only demonstrates 
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Prokofiev’s desire to achieve a seamless harmonic modification between the original 
ballet and its transcription, but also verifies his skillful harmonic manipulation across the 
boundary between tonality and chromaticism. 
As with the previous movement, Prokofiev does not make harmonic changes in 
the piano transcription “Pas de Châle” (op. 102, no. 5), but Prokofiev utilizes his 
transposition to organically arrange the three scenes for seamless modulations.102  Two of 
the three scenes used for the main section and the A' section—“Pas de Châle” (act 1, 
scene 2) and “The Sisters duet with the Oranges” (act 2, scene 35)—have the same tonal 
structure in that both scenes include the main thematic material in A-flat major (I), and 
the material repeats in C major (III).  This is carried out to the piano transcription without 
any transpositions.  However, the other ballet scene partaking of a middle section (B) in 
D major “Morning After the Ball” (act 3, scene. 46) is transposed a whole tone higher to 
E major for the transcription.  The tonality of each section is transposed by the same 
interval, a major third.  The three tonalities of A-flat major, C major, and E major are 
reflective of Prokofiev’s strong compositional attachment to third relations, and recall the 
harmonic progression by the ‘circle of major third’ seen in the second movement, 
“Cinderella’s Dance” (op. 102, no. 2) of the same set. 
In notating the B section a major second above the original ballet score, the first 
eight (8) measures of the B section for mm. 50–57 in the piano transcription are still 
written in A-flat major without a prompt change of the key signature.  The key signature 																																																								
102 The three ballet scenes used for the piano transcription are as follows: “Pas de Châle”: 
“Pas de Châle” (act 1, scene 2); “Morning After the Ball” (act 3, scene. 46); and “The Sisters duet 
with the Oranges” (act 2, scene 35).  
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indeed changes at m. 58 to E major, thereby the expected G-sharp dominant seventh is 
notated as an A-flat dominant seventh chord. 
Comparing the last movement, “Amoroso” (op. 102, No. 6), and its corresponding 
ballet scene (act 3, scene 50) shows that the piano transcription has more of a chromatic 
tendency than does the ballet.  Two harmonic transcribing strategies generate this feature: 
the preexisting harmonies of the original ballet are replaced by the new chord progression 
whose harmonic rhythm becomes faster than the ballet under the same thematic melody; 
and the neighboring chords in a semitone above or below like the Prokofiev dominant are 
added between the original chords for the piano transcription.  
This chromaticism is more evident from m. 34 in the piano transcription where 
the music is comparable to that of the ballet scene with the same title, “Amoroso.”  For 
example, the E major broken chords in the first measure of the ballet scene transform into 
the same arpeggiated chord including the D-sharp major triads, the Prokofiev dominant 
of E major, partially in the piano transcription.  The following measure also employs 
harmonic manipulations incorporating numerous non-chord tones into the existing G-
sharp dominant seventh arpeggiated figuration in the piano transcription.  Refer to 
Examples 3.4.47 and 3.4.48. 
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Example 3.4.47. mm. 34–35 from “Amoroso” (op. 102, no. 6) 
 
 
Example 3.4.48. mm. 1–2 from “Amoroso” (act 3, scene 50) of Cinderella, op. 87 
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Prokofiev also replaces some parts by an entirely new set of chord progressions, 
not just by injecting some non-chord tones.  For instance, as shown in Examples 3.4.49 
and 3.3.50, the F-sharp minor broken chord used throughout the whole measure of the 
ballet scene is altered to the progression of four different chords at the corresponding 
measure of the piano transcription, m. 47.  In addition, the chord progression of D minor, 
F major, and F augmented of the ballet scene is transformed to a more complicated 
progression incorporating more chords with numerous non-chord tones in the 
transcription at m. 52–53.  See Examples 3.3.51 and 3.3.52.  Here, the harmonic 
chromaticism is highlighted more heavily as the piano transcription’s chord progression 
changes rapidly and unidentifiably.  
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Example 3.4.49. m. 14 from “Amoroso” (act 3, scene 50) of Cinderella, op. 87 
 
 
Example 3.4.50. m. 47 from “Amoroso” (op. 102, no. 6) 
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Example 3.4.51. mm. 19–20 from “Amoroso” (act 3, scene 50) of Cinderella, op. 87 		
 
Example 3.4.52. mm. 52–53 from “Amoroso” (op. 102, no. 6) 
 
Furthermore, the movement includes polychords as seen in other movements, 
including “The Quarrel” (op. 102, no. 3) and “Grasshoppers and Dragonflies” (op. 97, no. 
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5).  For instance, such polychords occur in m. 39 of the piano transcription where the B 
major chord functions as a pedal harmony, sounding with the F-sharp minor seventh (ii7) 
and the G-sharp dominant seventh (V7/vi). 
 While Prokofiev does not display many harmonic modifications throughout the 
movements of set op. 102 when comparing the original movement and the piano 
transcription, Prokofiev’s occasional harmonic manipulations use the Prokofiev dominant 
and its evolved form.  Although harmonic progressions in the movements of op. 102 are 
grounded in tonality, Prokofiev’s way to create chromaticism inside tonal through 
semitonal relations is peculiar.  Furthermore, the significance of third relations is once 
more illustrated through uses of the mediant chord (iii) to replace the dominant in the 
cadence and the sequence by ‘circle of thirds.’   
 
Conclusion 
The investigation of harmony of Prokofiev’s ballet Cinderella and its piano 
transcriptions demonstrates his skills of elaborate harmonic modification and numerous 
examples at the boundary between tonality and chromaticism.  Despite the diversity of 
his practice we can make the following conclusions. 
First, Prokofiev creates his own signature chord, the Prokofiev dominant, and 
prevalently utilizes it and its evolved forms as an alternative to the ordinary dominant in 
the ballet and the transcriptions.  The chord is not only a substitute for the dominant in 
cadences, but it also adds a valuable chromatic spice to tonal harmony. 
Second, Prokofiev displays his strong attachment to the subdominant (IV) through 
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plagal beginning in the repeated consequent phrase or section.  As this feature occurs 
numerous occasions in the movements such as “Pavane” (op. 95, no. 1), “Summer Fairy” 
(op. 97, no. 2), and “Adagio” (op. 97, no. 10), this Prokofiev’s compositional habit is 
reconfirmed. 
Third, Prokofiev generally seeks to achieve a single sustained tonal center 
throughout music and leverages modal mixture instead.  A number of borrowed chords 
prevent his music from being tedious when the tonal center does not change.  Moreover, 
Prokofiev occasionally incorporates modality, bitonality and polychords, which produce 
eccentric sonorities in motoric passages. 
These harmonic features of his music show demonstrate collectively that 
Prokofiev’s music is a result of interaction between tradition and innovation, as 
mentioned by Israel V. Nestyev, a well-known Prokofiev biographer.103  Prokofiev’s 
music exhibits diverse peculiar harmonic progressions grounded in tonality, which 
becomes more distinctive when the old and the new are intermingled.   
																																																								
103 Neil Minturn, 5. 	
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5. Textural Modification: Instrumentation and Pianistic Quality 
The Importance of Instrumentation of the Original and the Necessity of Textural 
Modification of the Transcriptions 
The ballet Cinderella consists of numerous memorable themes, and these themes 
have been reborn as a piano solo piece with a variety of significant formal, harmonic, and 
textural modifications by Prokofiev.  A dissimilarity in the instruments and the resulting 
textual modifications may naturally give rise to varying interpretations.  Examining the 
instrumentation of the original source and original articulations, however, still bears great 
importance for performers seeking to gain insight into timbre and articulations generated 
by an instrument.  Because many of the articulation marks are generally eliminated in the 
piano transcription during the transcribing process, it becomes necessary for performers 
to refer to the original source to fully comprehend how the themes are expressed and 
played by a particular instrument.  Based on this framework, this chapter closely 
investigates some of the most notable elements of which performers must remain 
cognizant for more authentic interpretation and performance, such as, for instance, the 
instrumentation in the original source and the absence of articulations in the 
transcriptions.  
In transcribing from the orchestral piece to the piano solo piece, the tessitura of 
the piano and the limitation of two hands should be considered.  The piano is restrictive 
in a sense that it tends to have a narrower texture when compared to the orchestral setting 
where numerous layers and a wider range can coexist with one another.  However, 
Prokofiev’s piano transcriptions from Cinderella are elevated in the area of pianistic 
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quality by way of incorporating virtuosic techniques.  For instance, numerous arpeggiated 
figures and scales in the transcriptions are modified with more notes and a quicker pace 
than in the original source.  Furthermore, the thematic melody sometimes appears 
partially with an octave displacement, or the entire melody’s register is adjusted by an 
octave to be performed in conjunction with other layers.  Expanding upon this particular 
observation, this chapter also explores in detail the textural modifications that Prokofiev 
incorporated in the piano transcriptions, and the ways in which they may operate to 
enhance the value of the piano solo piece. 
 
Three Pieces from the Ballet Cinderella, Op. 95 
Among the three transcriptions of the ballet Cinderella, the first transcription of 
“Pavane” (op. 95, no. 1) is the most texturally transformed of the op. 95 set.  Specifically, 
the piano transcription repeats the main section (A) exclusively, which, interestingly, 
does not occur in the original ballet scene.  In the repeat of A section in the piano 
transcription, the pianistic quality is elevated by a combination of chromatic lines and an 
octave displacement as shown in Examples 3.5.1 and 3.5.2.  This compositional 
technique allows performers to play more notes with a wider range of the keys, which 
also has the effect of rendering the piece more challenging for performers. 
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Example 3.5.1. mm. 1–3 from “Pavane” (op. 95, no. 1) 	
 
Example 3.5.2. mm. 9–10 from “Pavane” (op. 95, no. 1) 
 
Aside from the main section (A), the two compositional techniques – chromatic   
lines and octave displacement – define the overall piano transcription.  In lieu of 
employing a thicker texture, Prokofiev chooses to incorporate more notes horizontally 
into each layer so that the rhythmic density becomes faster in the piano transcription.  To 
illustrate this particular technique, the oom-pah rhythm of the ballet score in the middle 
section (B) beginning from m. 17 is modified to the rhythmic group of two (2) sixteenth 
notes and following one (1) eighth note in the left-hand part.  See the illustration shown 
at Examples 3.5.3 and 3.5.4.  This strategy proves effective in delivering the oom-pah 
rhythmic feature while not losing a sense of strong and weak beats throughout the middle 
section (B).  
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Example 3.5.3. mm. 30–31 from “Pavane” (op. 95, no. 1) 	
 
Example 3.5.4. m. 30 from “Court Dance” (act 2, scene 20) of Cinderella, op. 87 
 
In addition to the oom-pah rhythm, Prokofiev further modifies the ornaments on 
the upbeat in accordance with the pianistic texture.  For instance, the main melody in m. 
30 performed by the violin (with the viola) is modified to be played by an octave lower in 
the piano transcription so that it is played by right-hand and left-hand, alternately.  With 
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this register change, the ascending chordal arpeggiated ornaments of the clarinet are also 
modified to a triad figure and a contour of the ornaments for the piano. An additional 
revealing example can be found where the oom-pah rhythm is implied in mm. 38–39 of 
the piano transcription by incorporating chromatic fragments with an upbeat gesture, as 
the chromatic fragment does not in the original ballet score as shown in Example 3.5.5. 
 
 
Example 3.5.5. m. 38 from “Pavane” (op. 95, no. 1) 
 
On the other hand, the “Slow Waltz” (op. 95, no. 3), one of the three grandeur 
waltzes in the ballet Cinderella, does not include many textural modifications for the 
piano transcription.  The textural modifications with contrapuntal techniques as shown in 
the returned A sections for mm. 25–36 and mm. 69–78 originate from the original ballet 
score.  However, these textural modifications are strongly indicative of the textural 
modification appeared in the repeated A section of the first movement “Pavane.”  As 
such, these are significant evidence that further corroborates Prokofiev’s strong 
attachment to a contrapuntal texture.   
In addition to the above-described textural modifications, Prokofiev’s utilization 
of stringed instruments in the movement is noteworthy.  The “Slow Waltz” theme is 
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performed by viola, cello, and violin in the ballet. Especially, the violin plays the main 
theme with the G string (sul G) in main theme return section starting in m. 69, which is 
notable considering how Prokofiev utilizes stringed instruments for the topic of love.  
The performance with the G string produces lots of portamento, and, subsequently, its 
sound becomes warmer and more intense at the same time to generate a highly dramatic 
sonority.  For piano performers, it becomes critical to recognize this effect in order to 
understand the composer’s intention for the theme so that they may play the main theme 
by legato more than they otherwise would. 
The utilization of stringed instruments as a solo or principal instrument for the 
main theme is also presented in other ballet scenes, such as “Adagio” (op. 97, no. 10) 
from the same ballet or one of Prokofiev’s transcriptions from the ballet Romeo and 
Juliet, “Romeo and Juliet before Parting” (op. 75, no. 10).  The two pieces are based on a 
slow waltz style symbolizing the love between the two main characters, and the main 
tunes of the two pieces are performed by the cello—another string instrument—a similar 
instrumentation as the movement “Slow Waltz.” 
The simplification of melodic doubling at octaves is another significant feature 
that occurs in Prokofiev’s piano transcriptions “Slow Waltz.”  For example, the single 
voice, simple, and short melody in m. 79 of the transcription is originally performed by 
two solo violins an octave apart as shown in Examples 3.5.6 and 3.5.7.  Here, it again 
becomes important for performers to discern that only two violins perform the melody 
with pianissimo dynamic in the orchestral setting of the original score, meaning that it 
should be played very lightly and delicately.  
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Example 3.5.6. mm. 79–80 from “Slow Waltz” (op. 95, no. 3) 
 
 
Example 3.5.7. mm. 79–80 from “Slow Waltz” (act 3, scene 49) of Cinderella, op. 87 
 
The comparison between the original ballet Cinderella score and op. 95 clearly 
demonstrates that Prokofiev modifies the register and texture to enhance its pianistic 
quality.  The first movement “Pavane” focuses on the textural modifications, including 
rapid chromatic scales with an octave displacement, and the rhythmic oom-pah being 
		
160 
adjusted to wide pianistic broken chords with modified ornaments on the weak beats.  
The choice of the cello for the main melody of the ballet score remains important for the 
third movement to comprehend the composer’s intention associated with its register, 
articulations, and sonorities.  
 
Ten Pieces from the Ballet Cinderella, Op. 97 
The original ballet scene “Variation of the Spring Fairy” (act 1, scene 12) 
incorporates abundant articulations, such as pizzicato in the stringed instruments and 
staccato in the woodwind instruments throughout the music, whereas the corresponding 
piano transcription “Spring Fairy” (op. 97, no. 1) contains only a few articulations.  For 
example, such various articulations as slur, staccato, and pizzicato are incorporated for 
the stringed instruments in mm. 15–20 of the ballet scene.  On the other hand, the 
corresponding part of the piano transcription barely contains any articulations with the 
exception of a few accents.  See Examples 3.5.8 and 3.5.9 for illustrations. 
Example 3.5.8. A part of mm. 15–20 from “Variation of the Spring Fairy” (act 1, 
scene 12) of Cinderella, op. 87 
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Example 3.5.9. mm. 15–19 from “Spring Fairy” (op. 97, no. 1) 
 
Moreover, the stringed instruments perform with spiccato and pizzicato 
techniques in the third episode beginning from m. 42 of the ballet scene, but the 
transcription has no corresponding expressive indications.  See Examples 3.5.10 and 
3.5.11.  The omission of such articulations may result in a performance in which the 
passage, due to its fast tempo, could be played by legato so that the performance loses 
cheerfulness of the movement despite the staccato gesture in the original piece.  As such, 
performers should recognize the original score’s instrumentation and its articulations to 
produce an interpretation sensitive to the style of the original. 
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Example 3.5.10. A part of mm. 42–43 from “Variation of the Spring Fairy” (act 1, 
scene 12) of Cinderella, op. 87 
 
 
Example 3.5.11. mm. 42–43 from “Spring Fairy” (op. 97, no. 1) 
 
Aside from articulations, the precise register of an instrument of often ignored 
during the transcribing process.  For example, the piccolo’s high tessitura is occasionally 
reflected, depending on the composer’s objective in the piano transcription.  In the A 
sections, the piccolo’s concert pitch is altered while it is interestingly replicated in the last 
A section (at coda) for mm. 60–63.  Therefore, an understanding of this instrumental 
decision by Prokofiev on the same theme in the transcription can allow performers to 
interpret the last theme of the coda section as being more animated and nimble. 
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While the first movement “Spring Fairy” shows Prokofiev’s transcribing habits of 
omitting articulations and adjusting an instrument’s registers, the subsequent movement 
“Summer Fairy” (op. 97, no. 2) contains the modified accompaniment style in accordance 
with the features of the piano.  For instance, in the ballet scene “Variation of the Summer 
Fairy” (act 1, scene 13), the repeated chords in the strings in measures 1, 3, 5, and 7 are 
transformed into simple block chords by removing the rearticulations so that the melody 
line becomes more highlighted with its piano dynamic and dolce marking in the 
transcription.  Refer to Examples 3.5.12 and 3.5.13.  Because it is difficult to maintain 
soft dynamics with fast repeating chords for a keyboard instrument, literal transcription 
of the accompaniment would preclude the theme from having sognando (dreamy) and 
dolce (sweetly) characteristics. 
 
 
 
Example 3.5.12. A part of mm. 1–2 from “Variation of the Summer Fairy” (act 1, 
scene 13) of Cinderella, op. 87 
		
164 
	
Example 3.5.13. mm. 1–2 from “Summer Fairy” (op. 97, no. 2) 
 
In the middle section of the ballet scene “Variation of the Summer Fairy,” the 
flute and the harp perform the melody in octaves, which is interestingly modified for the 
piano as illustrated in Examples 3.5.14 and 3.5.15. 
 
 
Example 3.5.14. A part of m. 10 from “Variation of the Summer Fairy” (act 1, scene 
13) of Cinderella, op. 87 	
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Example 3.5.15. m. 10 from “Summer Fairy” (op. 97, no. 2) 
 
The right-hand is in charge of both the melody doubled at octave of the flute and the C 
Lydian scales of the first violin, and their onsets are projected to be coordinated.  
Nonetheless, Prokofiev intentionally modifies the melody by an octave displacement as 
an ornament or a pickup note, which boosts the pianistic quality in the transcription, not 
losing the agility of the scale.  Furthermore, performers are able to play pianissimo (very 
softly) and dolcissimo (very sweetly), not by playing the melody at octave at the same 
time, but playing each note of the octave separately.  Unlike the first movement “Spring 
Fairy” that performers need to refer to its original score to be more sensitive of the style 
for more authentic interpretation, the second moment “Summer Fairy” displays textural 
modification distinguishing from the original and its piano reduction, which is the result 
of considering pianistic quality. 
The movement “Autumn Fairy” (op. 97, no. 3), as with the “Spring Fairy” (op. 
97, no. 1), does not tend to notate articulations of the original onto the piano 
transcription.  In addition, harmony and texture of the ballet scene “Variation of the 
Autumn Fairy” (act 1, scene 15) are relevant to the pictorial imagination of the Autumn 
Fairy’s dance as well as to its instrumentation.  In turn, it is significant to note the 
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instrumental technical indications and the timbre that instruments generate.  For instance, 
the first violin performs the main theme, and it is indicated to play with sul ponticello al 
tallone.104  The bowing techniques create both higher harmonics and abrasiveness on the 
timbre of the first violin in the original score, which accompanies steep hairpin dynamics.  
In turn, Autumn Fairy’s erratic theme played with the bowing techniques successfully 
conveys its frantic atmosphere in the movement.   Therefore, piano performers cognizant 
of this observation are capable of playing the movement with a non-legato style, stressing 
the accents and staccatissimo with a strong emphasis. 
Additionally, piano performers should investigate such articulations, including 
staccato and slurs of the original score, and how they are reflected in the piano 
transcriptions.  For example, string instruments can incorporate diverse staccato 
techniques such as pizzicato, spiccato, and staccatos by arco, but they cannot be 
distinguished from one another in the transcription despite generating different volumes 
and distinctive timbre qualities.  Moreover, the corresponding expressive indications such 
as staccato are frequently omitted altogether in the transcriptions.  The piano transcription 
“Autumn Fairy” also does not include any articulations in mm. 20–26, whereas the 
corresponding part of the original ballet score includes numerous pizzicato for the strings 
and staccato for the woodwind instruments in mm. 20–23 and staccato by arco for the 
strings in mm. 24–26.  Also, the woodwind instruments’ slurs and staccatos of mm. 5–7 
in the original ballet score are noticeably absent in the piano transcription.  As such, 
																																																								
104 The terminologies, sul ponticello and al tallone, indicate the bowing indications for 
string instruments.  The sul ponticello means to play near the bridge, while the al tallone 
indication means to play at the frog (the lower end of the bow).  
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performers mindful of these articulations of the original are able to dynamize the part 
with its forte dynamic and staccato. 
The fifth movement “Grasshoppers and Dragonflies” (op. 97, no. 5) includes a 
few notable instances of pianistic modifications that occur during the transcription.  For 
example, Prokofiev adds more notes to the juxtaposed arpeggio and scale figures to the 
transcription.  While the original ballet scene (act 1, scene 14) incorporates a combination 
of the figures for one beat in m. 34, the figure is extended for the entire measure by 
adding more notes to the corresponding bar of the piano transcription.  This simple 
modification works to successfully instill authentic pianistic texture and virtuosic 
instrumental technique into the transcription.  See Examples 3.5.16 and 3.5.17. 
 
 
 
Example 3.5.16. A part of mm. 34–36 from “Grasshoppers and Dragonflies” (act 1, 
scene 14) of Cinderella, op. 87 		
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Example 3.5.17. mm. 34–36 from “Grasshoppers and Dragonflies” (op. 97, no. 5) 
 
In addition, Prokofiev carefully adjusts the articulations of the instruments of the 
orchestra for this piano transcription.  While the B section’s theme beginning from m. 17 
is played by the first violin with staccato and slur articulations in the original, these 
articulations are intentionally converted to slurs in the piano transcription due to their fast 
tempo, which provides performers with much needed convenience.  Also, the arpeggiated 
chord in the left-land in the same measure of the transcription is also adjusted from the 
bass clarinet’s ornament and the stringed instruments’ chords with the pizzicato 
technique.  Here, these carefully construed modifications of both hands collectively 
provide agility for performers, and, as a consequence, enhances the overall pianistic 
quality.  Refer to Examples 3.5.18 and 3.5.19.   
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Example 3.5.18. A part of mm. 17–18 from “Grasshoppers and Dragonflies” (act 1, 
scene 14) of Cinderella, op. 87 	
 
Example 3.5.19. mm. 17–18 from “Grasshoppers and Dragonflies” (op. 97, no. 5) 
 
The movement “Bourrée” (op. 97, no. 9) serves as an additional illustration where 
Prokofiev purposely omits a number of articulations during the transcribing process.  In 
the corresponding ballet scene “Courtier’s Dance” (act 2, scene 22), the trumpet and the 
violin play the main theme in the orchestral setting in which both instruments incorporate 
various articulations, such as slur, staccato, and tenuto.  On the other hand, the piano 
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transcription barely includes any articulations with the exception of a few accents.  
Besides, the tempo indication of the ballet scene is Allegro pesante e ben rimato, whose 
contraction is simply Allegro pesante in the corresponding piano transcription.  Here, the 
indication itself of ben rimato of the original score (no its removal) shows the importance 
of rhythmic features and articulations, such as accent, tenuto, and staccato.  Although the 
indications and articulations offer valuable guidance of the rhythmic features that 
Prokofiev intended, the indications are simplified, and the articulations except a few 
accents are omitted for piano performance, with a score that is not overly fussy.  See 
Examples 3.5.20 and 3.5.21. 
 
 
 
Example 3.5.20. A part of mm. 1–4 from “Courtier’s Dance” (act 2, scene 22) of 
Cinderella, op. 87 	
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Example 3.5.21. mm. 1–4 from “Bourrée” (op. 97, no. 9) 
 
The last movement “Adagio” (op. 97, no. 10) stands out for its texture and 
instrumentation because the main theme is situated in the middle range between the bass 
and harmony of the waltz pattern.  Aside from the piano transcription, Prokofiev created 
another transcription of the ballet scene “Duet of the Prince and Cinderella” (scene 2, 
scene 36) for cello and piano in the op. 97bis piece.  The transcription for cello and piano, 
op. 97bis, and the piano transcription that retains the cello’s intact register of the original 
ballet score validate the proposition that Prokofiev sought to preserve as much of the 
character of the cello as possible.  In fact, the scheme that the melody hovers in the 
middle range is also shown in Prokofiev’s additional piano transcriptions, including 
“Romeo and Juliet Before Parting” (op. 75, no. 10) as well as in other composer’s work, 
such as Liszt’s piano transcriptions of “Ständchen” and “Der Müller und der Bach.”  
However, it is still noticeable, specifically because it is aberrant from other movements in 
the same set.  
 Prokofiev did not rework register for the movement during the transcribing 
process, but the difference in techniques and timbre of the instruments is palpable.  For 
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example, the cello in the orchestral setting of the ballet scene incorporates natural 
harmonics and diverse articulations in the ballet scene, which piano performers should 
recognize in order to comprehend the timbre of these techniques and discern which notes 
are emphasized by accent and tenuto from the original score.  Perceptive performers are 
then able to authentically express the theme with excessive legato as Prokofiev intended.  
The similar instance appears in another transcription of “Slow Waltz” (op. 95, no. 3), a 
duet of Cinderella and the Prince, wherein the viola plays the main theme of the piece 
and some analogous piano technique to string’s are entirely absent in the corresponding 
piano transcription. 
The piano transcriptions of op. 97 generally do not incorporate formal 
modifications, but significant textural changes in and omissions of articulations must be 
acknowledged as shown in numerous examples.  Various bowing techniques and 
articulations of stringed instruments incorporated in the original are frequently 
overlooked during the transcription to the piano transcriptions.  While it is feasible that 
Prokofiev may have given them careful consideration that is not reflected in the resulting 
piano transcriptions as he generally suppresses a lot of this information in his 
transcriptions.  Nonetheless, the original score is the significant resource because it 
captures the characters and styles of each movement for performers.  Performers who 
carefully examine the instrumentation and specific directions of each instrument in the 
orchestral setting of the ballet, with the resulting perspective, can reconstruct them for the 
piano across the phrasing, timbre, and nuances of the music that are not written in the 
transcription. 
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Six Pieces from the Ballet Cinderella, Op. 102 
Much like the movements of the preceding op. 95 and op. 97 sets, a large number 
of articulation marks of the original ballet score are absent in op. 102.  In the first 
movement “Waltz: Cinderella and Prince” (op. 102, no. 1), one can discover that the 
articulations of the corresponding ballet scene “Grand Waltz” (act 2, scene 3) have been 
omitted during the transcribing process.  For example, the strings’ pizzicato in the 
introduction of the ballet scene is not reflected in the piano transcription in mm. 9–15.  
Although its chordal pattern resembles that of the waltz pattern, the pizzicato on the third 
beats provides an unmistakable nuance of the waltz pattern as shown in Example 3.5.22.   
In addition, the waltz pattern incorporated in the first section beginning at m. 17 is 
performed by the arco (with bow) technique, whereas the waltz pattern of the second 
theme in mm. 33–36 is intended for the stringed instruments by means of pizzicato, also 
not replicated in the piano transcription.  
 
 
Example 3.5.22. A part of mm. 1–8 from “Grand Waltz” (act 2, scene 30) of 
Cinderella, op. 87 
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In addition to the articulations of the ballet score described in detail above, the 
methods by which Prokofiev achieves his textural modification to the whole movement is 
noteworthy.  Specifically, Prokofiev often partially alters the register of the thematic 
melody in the middle of the phrase for the movement.  The note in the original register is 
treated as an ornament that leaps down by an octave, and the octave displacement gives 
the theme a distinctive characteristic.  For instance, the theme beginning at m. 210 in the 
ballet maintains a consistent range, whereas the range of the theme suddenly changes by 
an octave displacement in m. 68 of the piano transcription.  This leaping treatment 
imbues the stepwise theme with the choreographic gesture, which renders the theme more 
lively and festive.  See Example 3.5.23 and 3.5.24.  
 
 
Example 3.5.23. mm. 66–69 from “Waltz: Cinderella and the Prince” (op. 102, no. 1) 
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Example 3.5.24. A part of mm. 57–62 from “Grand Waltz” (act 2, scene 30) of 
Cinderella, op. 87 	
Additionally, to uphold the original rhythmic characters and stylistic features in 
the piano transcription, a textural modification is accomplished stemming from the 
limitation of two hands.  These rhythmic features and harmonic progression are preserved 
in mm. 180–187, but the arpeggiated texture of the flute part is transformed into the 
downward form containing a non-chord tone.  In turn, this bounds to the chord on the 
second beat, which enables the collective performance of the melody, bass, and inner 
arpeggio while not losing the triplet rhythmic feature.  Refer to Examples 3.5.25 and 
3.5.26.  
 
Example 3.5.25. mm. 180–181 from “Waltz: Cinderella and the Prince”                
(op. 102, no. 1) 
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Example 3.5.26. A part of mm. 221–222 from “Grand Waltz” (act 2, scene 30) of 
Cinderella, op. 87  
 
Moreover, such textural modifications can enhance the pianistic quality of the 
piano piece.  The orchestral score of the ballet incorporates, in multiple parts, both the 
waltz pattern and ascending arpeggiated figures simultaneously.  This amalgamation of 
the two accompaniment styles is transcribed differently from one measure to another in 
the piano transcription.  For example, Prokofiev alternates accompaniment styles in each 
measure in mm. 41–44, whereas the original ballet score contains both styles in the harp 
and stringed instruments parts.  See Example 3.5.27.  Here, the triplet rhythm is changed 
to duple, but the ascending arpeggiated motion is maintained.   
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Example 3.5.27. mm. 41–42 from “Waltz: Cinderella and the Prince” (op. 102, no. 1) 
 
This selective accompaniment style carries more significance in the section 
beginning with mm. 218 of the transcription.  The corresponding part of the ballet scene, 
which employs a thicker texture for the thematic melody, and bass are doubled in 
octaves.  All instrument parts then play collectively by forte dynamics for the section.  
Prokofiev not only utilizes this feature for the piano transcription, but he also modifies 
the accompaniment style by selectively combining the waltz pattern and the triplet 
ascending arpeggiated figure.  Furthermore, he integrates some notes that do not exist in 
the ballet score into the piano transcription, and the added notes are blended in 
accordance with a triplet rhythm throughout the passages. 
As described above, the first movement incorporates numerous textural 
modifications in accordance with the piano.  This arrangement not only enhances its 
virtuosic quality, which often presents a major challenge to play multiple layers, but it 
also presents Prokofiev’s particular waltz styles integrating multiple layers and multiple 
rhythmic motives, that depart from the traditional waltz pattern of a bass and two chords 
in three quarter beats.  
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 The third movement “The Quarrel” (op. 102, no. 3) is the newly created 
movement consisting of the juxtaposition of several ballet scenes, but each ballet scene is 
carried to the piano transcription without any particular textural modifications.  This 
construction stands in direct contrast to the movement “Waltz: Cinderella and Prince” 
(op. 102, no. 1), which contains various textural modifications.  Across all ballet scenes 
for the movement, including “Pas de Châle” (act 1, scene 2), “Father” (act 1, scene 4), 
and “The Prince’s Visit” (act 3, scene 47), with the exception of the ballet scene utilized 
for the transition part “The Morning After the Ball” (act 3, scene 46), the stringed 
instruments perform the theme sul ponticello.  As this instrumental direction yields high 
overtones with irritating sonority, the bumpy theme of the ballet scene played with this 
bowing technique generates a rough and impetuous ambience with abrupt accents, which 
proves effective to portray the quarrel within Cinderella’s family, which also matches the 
title “The Quarrel.”  Performers of the transcription who realize this effect can play the 
theme with non-legato style, highlighting the accents more intensely.  The same bowing 
technique also occurs in the movement “Autumn Fairy” (op. 97, no. 2) to convey the thin 
and higher harmonics sound for the pictorial music. 
 Similar to the first movement “Waltz: Cinderella and Prince” (op. 102, no. 1) 
which contains multiple textural modifications, “Waltz: Cinderella Goes to the Ball” (op. 
102, no. 4) also incorporates the textural modifications in the waltz pattern or inner voice.  
When the main theme appears at m. 4 and m. 85 in the transcription, the thematic melody 
and the weak beats of the waltz pattern are played with the right-hand, and the bass note 
and inner voice (played by the tuba or horn) tends to be played as an arpeggio with the 
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left-hand.  Although a part of accompaniment is played with the right-hand, it stills 
maintains the conventional three-quarter-beat waltz pattern as demonstrated in Example 
3.5.28 below. 
 
Example 3.5.28. mm. 85–88 from “Waltz: Cinderella Goes to the Ball”                   
(op. 102, no. 4) 
When the main theme repeats from m. 21, Prokofiev, however, partially embeds 
the broken chords of a triplet rhythm into the inner voice, which mirrors the first 
movement of the same set, “Waltz: Cinderella and Prince” (op. 102, no. 1).  However, 
while both the waltz pattern and the triplet arpeggiated figure already exist in the original 
source of the first movement, the textural modifications for the fourth movement do not 
originate from the original ballet scene.  See Example 3.5.29.  	
		
Example 3.5.29. mm. 21–22 from “Waltz: Cinderella Goes to the Ball”                  
(op. 102, no. 4) 
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In addition to the main theme, Prokofiev frequently adds new materials that do 
not exist in the corresponding ballet scene into the episode sections.  For instance, 
Prokofiev inserts the duplet broken chords in between the regular waltz patterns in the 
first episode in mm. 37–52. See Example 3.5.30.  The episode beginning with m. 102 
also incorporates the ascending arpeggios into the right-hand part as shown in Example 
3.5.31.  While this approach is not necessary, it operates to enrich the pianistic quality 
and imbue the episode with the choreographic leap-up gestures. 
 
 
 
Example 3.5.30. mm. 48–51 from “Waltz: Cinderella Goes to the Ball”                  
(op. 102, no. 4) 
 
 
 
 
Example 3.5.31. mm. 108–110 from “Waltz: Cinderella Goes to the Ball”              
(op. 102, no. 4) 	
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The last movement “Amoroso” (op. 102, no. 6) also incorporates some notable 
textural modifications based on the two main rationales that are also in play for the other 
movements in the same set.  First, the constraint posed by the span of the two hands is 
used to synthesize multiple materials or parts that are spread out in register in the original 
source.  Second, the modifications are utilized to develop and enhance the pianistic 
quality, which differs substantively from merely transcribing for the piano. 
In the main section beginning at m. 34 of the piano transcription, the register of 
the thematic melody is transposed an octave lower than the ballet score “Amoroso” (act 
3, scene 50).  The violin and flute perform the main theme in the original version, 
whereas the theme in the piano transcription is located in the middle range to play the 
inner voice of thirty-second notes in charge of harmony due to the limited range of two 
hands.  Refer to 3.4.47.  Prokofiev further heightens the pianistic quality by inserting 
running scales in the middle of the texture.  For instance, scales such as C major, A-flat 
major, and G harmonic minor replace the broken chords of the original in mm. 64–65 in 
the transcription in line with its harmony as shown in Examples 3.5.32 and 3.5.33.  The 
scales of thirty-second notes, which do not exist in the ballet scene, render the 
transcription’s texture thicker and consistent with the chordal sounds.  
 
Example 3.5.32. m. 64 from “Amoroso” (op. 102, no. 6) 
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Example 3.5.33. A part of m. 31 from “Amoroso” (act 3, scene 50) of          
Cinderella, op. 87 
 
It must also be noted that the texture of the piano transcription becomes more 
complicated due to its multiple layers and their overlapping register.  Moreover, such 
textural modifications seeking to elevate the pianistic quality can increase the overall 
complexity the piano transcription’s texture considerably.  Since the simple two-staff 
score of the piano displays each layer only to a limited extent, performers must consult 
the original score to convey the main theme and all performance parts more distinctly and 
authentically. 
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As such, when compared to those of op. 95 and op. 97, the piano transcriptions of 
op. 102 generally tend to elevate the pianistic quality by means of a wide array of textural 
modifications during the transcription process.  This observation bears great importance 
because this characteristic renders the op. 102 set a virtuosic piano solo work.  In 
addition, in order to produce more accurate and authentic interpretation of the original set 
op. 102 source, performers must remain attentive to omitted articulations from the 
original source as well as any indications else generated in the orchestral setting of the 
ballet score. 
	
	
Conclusion 
The instant examination of the textural modifications present in the transcriptions, 
when compared to the ballet, demonstrates the following:  Many movements of the 
transcription sets incorporate various textural modifications, such as an octave 
displacement and the insertion of additional arpeggios or scales.  Especially, Prokofiev 
displays his elaborate compositional skills on a waltz pattern, elevating its pianistic 
quality by modifying its pattern and rhythm while upholding the rhythmic pulse at the 
same time.  Further, these textural modifications are not reflected in the piano reduction 
(of the ballet Cinderella) arranged by Levon Atovmyan.  The textural modifications, 
therefore, are the products of that Prokofiev reconceived them for the piano, and they 
distinguish the transcription sets from the ballet and its piano reductions. 
The textural changes that appear exclusively in the transcriptions bolster the 
independence of the music as a piano solo, as opposed to a part of the ballet.  
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Accordingly, performers should approach them as piano pieces so that they highlight the 
unique expressive possibilities of the piano, rather than trying to reproduce orchestral 
techniques that are ill-suited to the piano.  Nonetheless, the instrumentation of the ballet 
score and its indications for each instrument offer valuable insight into relevant 
transcriptions and their projected sonority and effect.  Therefore, with this inspirational 
resource, performers of piano transcriptions will be able to adopt their appropriate 
playing style.  
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IV. CONCLUSION 
The instant in-depth discussion on the value of the ballet Cinderella was set in 
motion with the observation that the ballet Cinderella has been transcribed for piano as 
nineteen (19) pieces in the three sets—op. 95, op. 97, and op. 102.  While Atovmyan 
edited the ballet reduction, Prokofiev, the composer of the original ballet himself, 
reproduced the piano transcriptions.  Over the course of the reproduction process, 
Prokofiev projected his new ideas inspired by the reconception of the transcriptions as the 
piano solo works.  As a result of this reoriented approach, Prokofiev’s piano 
transcriptions integrate some distinctive features not shown in the original ballet or its 
piano reductions. 
 At the outset, the sequence of the ballet scenario does not define the three 
transcription sets.  All movements are, on the contrary, categorized by their respective 
musical particularity.  The first set, op. 95, displays Prokofiev’s affinity to neoclassical 
style, characterized as a dance suite incorporating such defining classical dance pieces as 
pavane, gavotte, and waltz.  Although the second set, op. 97, similarly embraces some 
movements that are titled with a dance form, such as the bourrée or the passepied, all ten 
(10) pieces rather function as a movement of a character piece, exhibiting certain 
characters’ dances, including the Four Seasons’ Fairies, the Stepsisters, other subordinate 
characters in the court, and the duet between Cinderella and the Prince.  The last set, op. 
102, differs in its descriptive title from the other sets that contain simple titles named 
after a character’s name or a dance form as described above.  Based on its descriptive 
title, each movement features as programmatic music such as “Cinderella Goes to the 
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Ball” and “The Quarrel.”  
With regard to the title of the classical dance forms, Prokofiev merely borrowed a 
relevant dance style, and he intentionally modified the existing form design or composed 
a new section(s) to the original movement.  Prokofiev utilized diverse formal plans such 
as ternary, binary, strophic, variation, and rondo, and many instances display compound 
formal features, including double binary and compound ternary forms.  Furthermore, the 
episodes derived from these formal subdivisions are interconnected to each other in terms 
of rhythmic motive, interval motive, and tonality.  The interconnection between the 
episodes plays an important role in integrating the sections in the compound formal plan.  
In addition, Prokofiev’s preference for truncations of thematic returns can be located in 
numerous instances.  The feature extends to the returned episode (or returned B section) 
as well as to the main theme, and the truncated returns function as a brief A section or a 
coda.   Meanwhile, Prokofiev composed additional new sections that do not appear in the 
ballet score for the piano transcriptions.  For example, Prokofiev intentionally repeated a 
section with textural modifications and composed the introductions exclusively for the 
piano transcriptions.  Furthermore, Prokofiev at times completely redesigned a formal 
structure for a movement, borrowing the music from more than a single ballet scene. 
Prokofiev’s deft utilization of these classical forms and his innovation thereof in 
the formal plan are exceptional.  Further, Prokofiev’s ability to leverage tonality and 
chromaticism with uncanny insight must be examined fully.  For example, Prokofiev 
created the Prokofiev dominant chord featuring a semitonal relationship with the tonic to 
achieve his desired tonal harmonic progression.  Prokofiev then further extended its 
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applicability to the half cadence (HC) and the perfect authentic cadence (PAC), which 
significantly increased the Prokofiev dominant’s suitability as a substitute for other 
chords and tonal dominant.  While the Prokofiev dominant may incorporate tonal 
dominant bass or other aimed chord bass, the chord provides the flavor of chromaticism 
and tonal harmonic progression regardless of the existence of the bass.  This 
chromaticism occurs more frequently in the piano transcriptions than it does in the ballet, 
because Prokofiev added a semitonal octave displacement, semitonal neighbor tones, and 
the Prokofiev dominant exclusively to the transcriptions.  
Moreover, while Prokofiev had a compositional tendency to maintain a single 
tonal center for an entire movement, he utilized the borrowed chords throughout the 
music with great frequency.  Besides, Prokofiev carefully adopted modality, bitonality, 
and polychords at times, the traits of which become more pronounced when they are 
placed between tonal music.  Another signature compositional habit of Prokofiev, the 
subdominant recap, can also be seen in many instances and this feature often appears 
with the truncated return in his music.  
While Prokofiev sought to harmonize ‘old and new’ in terms of the form and the 
harmony for his piano transcriptions from Cinderella, he exhibited his elaborate vision of 
textural modifications.  For instance, the piano score generally becomes more challenging 
by means of textural modifications, including but not limited to, an octave displacement 
and additional arpeggios and scales.  Prokofiev also showcased his astute compositional 
insight into the waltz pattern that maintains the waltz’s rhythmic pulse with an enhanced 
pianistic quality by composing a variety of patterns selectively.  The textural distinction, 
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with harmonic modifications exclusively shown in the piano transcriptions, highlights the 
value of the piano transcriptions as a piano solo and validates that Prokofiev reconceived 
them as piano works.   
Nonetheless, the ballet score continues to offer valuable information as an 
invaluable source into the piano transcriptions.  While performers cannot exactly 
duplicate the instrumental techniques of an orchestral setting of the ballet, those who 
study their instrumentation can garner significant insight into each movement and 
accurately discern its articulations, tempo rubato, and dynamics of each layer with a more 
authenticity. 
 The instant in-depth comparative examination of Prokofiev’s piano transcriptions 
from Cinderella and the ballet serves to illustrate that, far from being a mere reproduction 
of the ballet, the piano transcriptions stand today as one of Prokofiev’s most treasured 
piano solo repertoire.  Prokofiev’s elaborate compositional schemes for each transcription 
set and movement operate to not only enhance the pianistic quality of each piece, but also 
to render each set a unique character piece incorporating neoclassical characteristics, 
programmatic merit, and choreographic gestures.  	
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